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Performing Capture
in Video Games and New Acting Practice
in the Post-Digital Era”

Abstract. Motion capture technology for creating an animated image of an
artistis becomingincreasingly widespread in animation, cinema, and computer
games. The motion capture methodology allows translating the acting into
different virtual worlds and implementing creative data such as plasticity,
voice, drama, in completely unexpected forms, which expand the boundaries of
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traditional artistic anthropology and the psychology of art. The most multilevel
and multi-variant form of motion capture, performing capture, can reflect the
plasticity of the artist in the finest details. This article raises the question of
the need to study new aspects of the methodology of acting creativity. This
question arises in the process of creating images of computer games, against
the background of scientific understanding of various forms of motion capture
technology and their modeling in the digital environment. The ways the artist
exists during the implementation of scenarios of high-budget computer game
projects are characterized by multivariance in the development of the image
when setting the most important tasks in a situation of multiplicity of game
strategies, by an expansion of understanding the original event, and by the
dynamics of the role pattern. The interactive nature of gaming projects requires
anunderstanding of the categories of actor existence in the synthesis of classical
(Stanislavsky system) and post-dramatic theatrical approaches.

Keywords: performing capture, acting skills, post-digital art, L.A. Noire, Death
Stranding
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Lnsg yumuposaHus

3opuH A.H., fixamoB [.A. Performing capture B Bugeourpax 1 HoBas akTep-
CKas NpaKTuKka noctumndpoBol anoxn. K noctaHoske npobnemsl // Hayka
TenesuaeHus. 2023. 19 (2). C. 171-213. DOI: https://doi.org/10.30628/1994-
9529-2023-19.2-171-213. EDN:JPBTJP

Performing Capture B Buaeounrpax
M HOBas aKTepCcKad NnpaxTuKa
MNOCTUMDPOBOW 3MOXM

AHHOTaUus. TeEXHONOM MY 3aXBaTa [BKEHNS apTUCTa NS CO3AaHNS aHW-
MUPOBaHHOrO 0bpasa Nosy4atoT Bce Honee WMPOKOe pacnpocTpaHeHne
B My/NbTUNANKALMK, KuHEMaTOrpade 1 KOMMNbIOTEPHbIX Urpax. MeToaunka
3axBaTta [BkeHuUs motion capture No3BoseT NepeBOANTb aKTepCKyto
WPy B MHblE BUPTYasbHbIE MVPbI U PEann3oBaTh COOCTBEHHbIE TBOPYE-
CKMe faHHble — NnacTuyeckune, ronocoBble, ipaMaTUyecKre — B COBEp-
WEHHO HeOXKMAAHHBIX POPMaXx, PACINMPSIOLLMX TPAHULbI TPAANLNOHHON
XYJOXKECTBEHHOW @aHTPOMONOr I 1 NCUXONOT MK UCKyccTBa. Camast MHOro-
YPOBHEBasi U MHOTrOBapviaHTHasi opMa 3axeaTa ABvkeHns — performing
capture — gaeT BO3MOXHOCTb OTPa3nTb NAACTMKY apTUCTa B Camblx Mefl-
KVX AeTansx u noApobHOCTsX. B cTaTbe CTaBUTCS BOMPOC O HEOHXOAMMO-
CTU UCCNeoBaHNs HOBbIX aCNEKTOB METOAONOT MM aKTepCKOro TBOpYe-
CTBa, BO3HMKAIOLLMX B NPOLIECCe CO3AaHNs 06pa3oB KOMMbIOTEPHbIX U,
Ha OHe Hay4YHOro NOCTWIKEHMS Pa3nnyHbix hOPM TEXHONOT WA 3axBaTa
ABVIKEHUI 1 X MOAENVPOBaHUS B LdpoBol cpefe. CNocobbl cyliecTBO-
BaHWs apTWCTa Npw peanvsaymu CLeHapreB BblCOKOBIOMKETHbBIX MPOeK-
TOB KOMMbIOTEPHbIX UIP XapaKTepU3yloTCs NOANBAPUAHTHOCTBIO Pa3Bu-
TVsi 06pa3a Npu NOCTaHOBKe CBEPX3afayv B CUTYaLMn MHOXECTBEHHOCTY
WIPOBBIX CTpaTernii, paclumMpeHviem npeactaBneHns ob MCXogHOM Co-
BbITUN 1 AMHAMUKE PUCYHKA ponu. VIHTepaKTuBHas Npupoaa UrpoBbIX
NPOEKTOB TpebyeT OCMbICTIEHUS KATErOPUIA aKTEPCKOTO CyL|eCTBOBAHMS
B CMHTe3e Knaccuyeckux (cuctema CTaHMCNABCKOro) U noctapamaTtuye-
CKUX TeaTpanbHbIX NOAXOLOB.

KnioueBble cnoBa: performing capture, MacTepcTBO akTepa, WCKYcCTBO
noctuwndposolt anoxn, LA. Noire, Death Stranding
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INTRODUCTION

Information technologies define the development vector of all human
activities—from economics and politics to creativity. With the birth of cinema
in the late 19th century, new conditions arose for an actor to create a role. This
led to the emergence of plots that went beyond traditional dramaturgy, which
over time changed the approaches to the ways in which an artist exists on stage.
A century later, in the 2000s, the rapid development of the video game industry
brought new adjustments to the forms of the acting profession. Until recently,
video games were considered a niche, even an exotic entertainment sphere, but
the digital revolution has put the gaming industry on par with the film industry.
The involvement of professional screenwriters, directors, and actors in the creation
of games has become common practice. Today, there are many major Triple-A
projects—high-budget game “blockbusters” that immerse the audience in fantastic
unexplored worlds, with plots that have long stories featuring colorful characters,
richly detailed nuances. And filmmakers creating films based on these game worlds.

The expansion of the boundaries of acting roles in the post-digital era reveals
a combination of traditional and innovative ones in 3D spaces. Studying this area
requires the application of cognitive approaches in the research of computer
modeling technologies (motion capture or motion scan, performance capture),
the actualization of the psychology of creativity (psychology of an artist’s behavior,
semiotics of kinetics, behavioral models and reactions), as well as the methodology
of acting mastery in the whole variety of traditions of national schools and methods.

Due to the avalanche-like growth of mastering the potential of artificial
intelligence (Al), the prospect of its use attracts more and more attention from
researchers around the world. Al’s capabilities are being applied to various areas
of the socio-economic sphere, including various forms of art and entertainment
technologies. In the summer of 2023 in the USA, negotiations between the united
trade union of artists of the Screen Actors Guild and the American Federation of
Television and Radio Artists (SAG-AFTRA) with the Guild of Film Producers reached a
deadlock, which lead to a large-scale strike.! One of the main points of the demands
was to limit the involvement of artificial intelligence technologies in films when
working with images of actors” works from the past and replacing the work of
live artists with these reconfigured older imagings. While Al is currently only able
to successfully replace extras and deceased stars, the film community is already
expressing concern about this and is striving to prevent sharp antagonism of
professional interests in the industry in the foreseeable future. The boom in artificial

! Sperling, N. (2023, June 5). Actors authorize potential strike with Hollywood writers still
picketing. New York Times. Retrieved June 26, 2023, from https://www.nytimes.com/2023/06/05/
business/media/hollywood-actors-strike-vote.html
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intelligence (Al) has also revealed the problem of its creativity limits: processing
a large amount of information in search of an “average” solution leads not to the
creation of breakthrough or masterpiece creative achievements or statements, but
to their gradual degradation. Now Al is able to replicate a star’s image or to create
the illusion of naturalness of an average performer. Al is also massively involved in
the production of unsophisticated sitcoms, but whether it can create unique artistic
images—this question remains open.

The problem of widespread development of Al in the cinema sphere still
lies in the field of artistic futurology and is somewhat aside from the stated theme.
Currently, there is not enough full understanding of another phenomenon in
the previous stages of creative mastery of digitization—the new range of artistic
possibilities of the artist when working with performance capture technology in
an interactive gaming space. Framing this issue requires first defining the current
criteria and possibilities of the actor’s existence when creating computer game
characters based on the experiences of their understanding by artists, as well as
the project creators and critics. In perspective, a broader study of the experience of
artists in high-budget computer game projects will allow an evaluation of the deep
interaction of currentforms of differentareas of artinthe 21st century. Theincreasing
demand of the audience for the transformation of the space of traditional theatrical
and cinema halls in terms of expanding its interactive possibilities (participative/
immersive theater, VR-theater) allowsfor a gradual transfer experimental experiences
of contemporary theater and cinema direction into the communicative world of the
computer game, by filling it with relevant aesthetic content.

The artistic aspect of the artist'’s work in projects that are built within the
technology of motion capture (abbreviated as mocap, motion capture) remains
on the periphery of research attention. Shifting the emphasis from the main line
of technology study towards performance capture—translating the image in the
fullness of human reactions within the artistic-image reality—dictates the need to
consider this phenomenon in the syncretism and uniqueness of its aesthetic nature.

MOTION CAPTURE TECHNOLOGY OF AN ARTIST

METHODOLOGICAL APPROACHES

The history of creating motion capture technology, its development, and
theoretical foundationsin research literature are presented quite fully (Lewkowicz
& Delevoye-Turrell, 2016; Pavlyuk et al., 2020).

The book that has become a classic, Understanding Motion Capture for
Computer Animation by Alberto Menache, in addition to conducting a tour of
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the evolution of 3D scanning technology, analyzes developments in the field
of digital design, cinema, games, medicine, sports, and security engineering
that emerged at the beginning of the 2000s. It accumulates information about
modern achievements, methodology, and development in the current motion
capture industry and provides a complete understanding of ways to capture the
plasticity from traditional camera use to an analysis of electromagnetic field
sensor vibrations. In this book, attention is drawn to the difference between
motion capture and performance capture (the technology of digital motion
capture of an actor):
Motion capture is the process of recording a live motion event and
translating it into usable mathematical terms by tracking a number
of key points in space over time and combining them to obtain a
single three-dimensional representation of the performance. (..
Performance animation refers to the actual performance that is
used to bring a character to life, regardless of the technology used.
(...) Motion capture is the collection of data that represents motion,
whereas performance animation is the final product of a character
driven by a performer. (Menache, 2000, p. 1)
With the development of technology and graphics, both in games
and movies, the combination of performance capture is increasingly
being used instead of motion capture. This emphasizes the merits
of actors—both those responsible for the character movements and
the celebrities who give faces and voices to the computer models.
Collaboration with dozens or even hundreds of actors has long
become an integral part of production, and for Keanu Reeves or Mads
Mikkelsen to participate in game development today is as exciting as
starring in a blockbuster.?

The development of technology in performance capture and its perception
as a way of projecting a direct image of a person into digital reality opens the
psychological effect of “reviving” a persona in virtual space (rather than digitally
dehumanizing it). This can be considered as an effect opposing the phenomenon
of the uncanny valley (Mori, 2012)—the fear of an artificially created human or
android image.?

April 30, 2023, from https://dtf.ru/cinema/109583-kak-rabotaet-motion-capture-evolyuciya-i-
zakulise

3The phenomenon of the uncanny valley as a way to influence the emotions of the audience
(Kaku, 2015, pp. 318-320), a communicative model in the aesthetics of cinema (Kozlova, 2021,
Krivulya, 2022) or stage space, for example, in the production of the famous performative theater
troupe Rimini Protocol (Vellington, 2021) has been analyzed quite comprehensively.
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Currently, mocap technology is primarily based on complex, fairly expensive
markets and sensors attached to the body, whereas digital human plastic processing
based on artificial intelligence is becoming a new, affordable option for creating a
full-fledged projection of the human image in films and animation.

The appearance of a maximally plausible human-form modulator,
MetaHuman, on the Unreal Engine 5 software platform by Epic Games Creator,
based on a large array of processed mocap data, is beginning to be seen as a
psychological threshold for overcoming the uncanny valley effect by the viewer—a
modern 3D human model that is available for production in the mass segment of
computerimages is perceived organically. The comfort of the viewer’s impression of
a character, that is created by using this application for modeling game situations,
sometimes provokes curious situations:

The Russian studio Tallbays has been working on the immersive
simulator Militsioner for several years, the trailer of which caused
a great stir on the Internet. After the original model of the gigantic
Militiaman was replaced by a “digital human” from MetaHuman
Creator, the developers were hit with a barrage of criticism from the
gaming community. The fact is that the new realistic image of the
Militiaman no longer caused the effect of the uncanny valley, and
unlike the previous version, no longer scared players. The developers
plan to change the current model again, by returning its grotesque
features.*

G.P. Panos sees the development of mocap technology as prospects for the
digital archiving of humanity, virtual documenting of human existence. From the fear
of the digital transition, Panos’ hypothesis leads to reflections on the prospects of a
post-digital society in the coordinates of the ideas of “Russian cosmism” of Fedorov
(Panos, 1994). It is these prospects that define the new contours of metahumanism.

Ricardo Tobon’s book The Mocap Book: A Practical Guide to the Art of Motion
Capture (Tobon, 2010) not only provides information on the history of technology,
but also offers a detailed guide to mastering the process of digital recording. This
includes stages from selecting equipment depending on the tasks, improving
animation and integrating files that include image capture, tracking, editing, and
integrating visual layers, animation, and motion coordination. It also reveals the
possibilities of mocap as one of the technologies of contemporary art.

Mocap and its derivatives have become an organic part of narrative games
with multi-level storytelling, masterful dialogues, and subtexts that are revealed

“Balbery, L. (2022, March 10). MetaHuman Creator: Everything you need to know about the new
tool for creating realistic 3D characters. Skillbox Media. Retrieved April 30, 2023, from https://
skillbox.ru/media/gamedev/metahuman-creator-vsye-chto-nuzhno-znat-o-novom-instrumente-
dlya-sozdaniya-realistichnykh-personazhe/#stk-7
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in both non-verbal situations and in scenes created with the nuance of digital
capture and the transmission of human plasticity.

Recognizing the limits of mocap possibilities in screen art and games,
modern researchers are looking for the boundaries of permissible realistic
perception of synchronization of movement and speech in mocap, as cinema
once came to a 24-frame standard. At this stage, desynchronization between
sound and articulation of 500 ms (milliseconds) is allowed as such a limit of
realism, only beyond this interval the viewer will be able to feel the unreality
of communication. Such a discovery makes it possible to make adjustments at
various hardware levels, which allows maintaining the realism of 3D models and
makes the technology more in demand and accessible (Nirme et al., 2020).

Letusleaveasidethe philosophicallogic of reasoningaboutthe simulacratic
nature of 3D modeling images. (The sociocultural phenomenon of the dystopian
climax of the plot about an android who has stepped from the electronic era into
real life, on the example of Westworld—a film by Michael Crichton (1973) and
a series by Jonathan Nolan and Lisa Joy (2016-2022), has been considered in
detail: as a reflection of the ideas of modern philosophy (South & Engels, 2018),
as a transformation of social psychology under the influence of new media and
technologies (Langley et al., 2018), and as a convergence of epic genres of art and,
in particular, cinema in the process of comprehending the possibilities of digital
reality (Zorin,2020).) Inthe general aesthetic context, the triumphant development
of 3D modeling anthropology, as S.S. Kozlova argues in her dissertation research,
reflects the vectors of transformation of the nature of corporeality on the modern
screen and, accordingly, in public consciousness, and becomes a projection of
general doubts and fears for the modern man. In the “plot of corporeality,” which
is key for screen culture, “the dynamics of digitalization of corporeality works,
and the configuration of the character’s body is extremely unpredictable and far
from anthropomorphism—this is a ‘body-space.’ The configuration of the body is
determined by digital space, the ghostliness of its borders” (Kozlova, 2021, p. 44).

The aesthetic component of this phenomenon is increasingly coming to
the forefront. A.A. Titorenko in his article on the metaphysics of games raises the
question of the theatrical component in the structure of game content: from the
model of the modern hero as a “player in the theater of life” (Titorenko, 2010,
p. 158) the author moves to the theatrical nature of the mocap technology
itself, when as a result of creating a 3D image, there is an impression that “the
actor’s work remains unchanged, be it work in cinema, or video games, or on
stage”—because “you empathize with video game characters just like their big
stage brethren” (Titorenko, 2010, p. 160). From the point of view of traditional
ideas about an actor’s existence, lifelikeness and theatricality are in contradictory
relationships in this case.
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AV. Sazikov and V.D. Evallyo, while analyzing a variety of scientific problems
related to new technologies that lead to a constant transformation of art forms,
note the emergence of new definitions of the post-digital era.

Post-digital art is defined as creative activity aimed at the humanizing
of computer technology through the interaction between digital,
biological, cultural, and spiritual systems. The combination of analog
and digital methods represents the modern world as hybrid, in which
digital and real are equal (Sazikov & Evallyo, 2023, pp. 206-207).

Technological possibilities of mocap were initially shaped in artistic
animation, and now in this field, they are in demand most fully and broadly.
Animation discoveries influenced game cinematography and largely shaped
the aesthetics of computer games. This animation direction of mocap evolved
parallelly, but in the last 15 years, cross-genre intersections have led to the
total mutual influence of cinema and the digital gaming industry—in the genre
nature, peculiarities of plot-building, and creation of suspense (psychological
tension), overcoming physical boundaries, and experiments in acting existence.
In computer games, this legacy is reflected in the bidirectionality of performing
capture technology development: creating unique animated images based on
the actor’s motion capture (multiplication) and digitally recreating in the game
the most authentic image created by the artist, both coinciding with the real
performer and different in external characteristics (cinematization with elements
of theatricalization).

In the first case, motion capture expands the possibilities of the performer,
as the artist is now not limited by his physical data and bodily nature in creating a
character. It was these prospects, harking back to the foundations of animation,
that were in demand in the first popular film projects with extensive use of
mocap—in Avatar by J. Cameron (2009) and adaptations of J.R.R. Tolkien’s novels
by P. Jackson. Benedict Cumberbatch, thanks to mocap, was able to play the
dragon Smaug—the main antagonist in the second part of the film trilogy The
Hobbit: The Desolation of Smaug (2013). During the shooting, the famous artist
had to physically convey his vision of the image, similar to how a freshman
student of a theater institute might show animal observation sketches in their
first exam. Cumberbatch crawled, wagged an imaginary long tail, accurately
conveying the plasticity and movements of a lizard-like mystical creature. If an
actorfails to originally perform such work, even with the careful refinement of the
avatar by the creators of animation and graphics, discrepancies in the final image
with the artistic task set may become noticeably manifest.
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Fig. 1. Benedict Cumberbatch in the studio recording of movements in mocap technology
to create the image of the dragon Smaug in The Hobbit: The Desolation of Smaug (2013).°

Such an approach in creating a character refers to the acting system of
Mikhail Chekhov, who considered imagination to be the main skill of an actoras a
creative unit. “In this task, in Chekhov’s opinion, the actor must be assisted by his
physical data: poses, gestures, facial expressions, rhythm, habits. Mikhail Chekhov
claimed that movement defines the image and gives rise to the necessary feeling”
(Polishchuk, 2010, p. 173). The most important role in the development of human
mocap technology was performed by the experiences of V. E. Meyerhold’s
acting biomechanics, which has become almost an independent field of study
of modern cognitology. In turn, theatrical biomechanics and experiences in the
field of post-drama were the result of Meyerhold’s search for points of contact
between theater and the growing power of cinema, “when meeting a live actor,
the edges of cinematization were discovered—it turned out that the theater
remains itself, and the cinema retains its uniqueness within the ‘alien” artistic
system. And Meyerhold sought cinematographic effects with theatrical means”
(Matvienko, 2009, p. 301).

The development of technology in transferring the image of an artist into
the world of computer games is becoming the point of intersection of processes
that were clearly defined at the end of the 1960s—the digital gamification of
social space and the manifestation of principles of performative aesthetics on
stage and in the space of museum actionism. The new game aesthetics (an
alternative to the total dominance of card games of previous centuries) as an
aesthetics of involvement (Kirkpatrick, 2007; Sergeyeva & Orekh, 2021, pp. 17-19)
resonates with the emphasis on immersion and the breaking of the ‘fourth wall’ in

°See image source: https://www.youtube.com/watch?v=sXNSIHrmVWU (25.04.2023).
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modern post-drama. The principles of a post-digital society and elements of new
socialization, that are reflected, formed, and predicted in the modern gaming
space, correlate with the participatory nature of the modern world-theater.

Amy Borsuk, as an example of the ideal symbiosis of live and digital theater,
the combination of a careful classical reading of a play with the triumph of
digital gaming technology, analyzes the production of The Tempest by the Royal
Shakespeare Theatre (RSC) in collaboration with the Imaginarium studio in 2016
(Borsuk, 2019, p. 12), where inventive use was made of performance capture in
an innovative and costly technological version. Intel acted as a sponsor of the
mocap technology of the performance, noting in its press release that the group
of creators—people of the theater and technologists—had managed to achieve
interaction between digital avatars and live artists in real-time after a year of
research. To correspond to the spontaneity of live theater, the “avatar” was
modeled using 336 joint sensors, that capture the movements of all human body
joints, “and is powered by a PC that has 50-million times more memory than the
one that put man on the moon” (Borsuk, 2019).

Intheend, the creators of the performance themselves perceived interaction
with a digital character not as a sufficiently typical on-screen (cinematic) insertion,
but as a kind of digital puppet theater, where the artist in sensors acted as a
puppeteer in relation to his character, who is capable, in the eyes of the viewers,
to instantly transform into not only a human but also a fantastic being.

This experiment on a 21st century stage can be interpreted as an attempt
to recreate the sociocultural context of the theater of the Shakespearean era
over a four-hundred-year distance, something the creators of the performance
themselves insisted on. The genre of masque, as well as the masquerade
with its cult of the most complex and sophisticated stage engineering, was a
distinguishing feature of the theater and ritualized court life of the era of King
James I, which succeeded the Elizabethan era and completed the period of the
rise of the theater of Shakespearean times. Thus, the RSC in this production
seemed to continue, while experimenting, two lines of historical development
of the theater, which were marked since the time of Shakespeare—the drama-
centricity of the Elizabethan scene and the technological innovations of the
Jacobean one. And although Amy Borsuk poses a rhetorical question about the
new role of man in art and the potential threat to the figure of an actor on stage,
itis clear that this example demonstrates the height of precise acting possibilities
within the post-digital realities of theatrical art.

In the theater, digital technologies of the future are capable of replacing the
technologies of the past by expanding the capabilities of technical workshops
and enhancing the visual side of the performance, but they do not allow for
serious predictions of the replacement of a creative personality at the center of
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the art. Similar processes can be noted in the art of cinema, genetically related
to the theater. The video game industry initially appeared as being isolated from
the art entertainment sphere, and yet, as technology develops and is used in
complex creative projects with constantly improving technological capabilities, it
has finally acquired the character of a new form of art, even from the perspective
of researchers.

Famous classical composers created musical games-constructor, based on
the art of combinatorics (ars combinatoria). The authors of such musical games
included, among others, such celebrated musicians as W.A. Mozart, J. Haydn,
J.F. Kirnberger, C.F.E. Bach. These types of games included tables with musical
fragments, the order of which was determined by rolling dice. As a result, even
a player not familiar with the basics of musical composition could construct
countless pieces corresponding to aesthetic canons. This phenomenon of
musical culture of the 17th-18th centuries became an important milestone in
the formation of the principles of European musical composition.® Postmodern
aesthetics demanded this direction in various variations—from the travel book,
most vividly represented by Hopscotch by J. Cortdzar (1963), to interactive cinema
that appeared in the second half of the 20th century. The literary principle of
multiple plot development options, mastered by game cinematography as early
asin Rashomon by A. Kurosawa (1950), formed a new genre by the mid-1960s, but
the developing game industry took over this initiative in the 1980s.

A number of contemporary game projects are perceived as cross-
genre manifestations of interactive cinema. It is when the game participant
has the opportunity to interact with characters which are recreated by actors
through performing capture in multifaceted expressions of subtle nuances
of psychological reactions (Samoylova, 2014). For instance, like in games like
Detroit Became Human, Heavy Rain, and L.A. Noir, which directly allude to the
memory of the genre. One of the signs of recognition of video games as a new
area of contemporary art was the emergence in 2003 of a separate direction and
nomination block of the British Academy of Film and Television Arts (BAFTA)
award in the field of video games.

Game developers often note that they are inspired by their favorite
movies. For instance, the famous game designer Hideo Kojima, who is a creator
of the renowned Metal Gear Solid game series, is a passionate cinephile whose
projects are filled with references to film plots and imagery. The convergence
of the gamified world and traditional screen art occurs through pervasive
intertextuality at the narrative level, as well as through the technological solution

®L.L. Gerver, M.R. Chernaya, AV. Lebedeva, LV. Kirillina and others wrote in detail about ars
combinatoria in the art of music.
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of performance capture, which accurately conveys an actor’s performance. It
becomes abundantly clear that the quality of a game’s plot depends not only
on the technical advancements in motion capture but also on the form of the
actor’s presence. Such film stars as Norman Reedus, Keanu Reeves, Willem Dafoe,
Elliot Page, Vin Diesel, Charles Dance, and many others actively participate in the
development of computer-based productions.

There are a number of video games where the plot and acting aren’t
paramount, leading to the problem of outsourced production, where an actor
under the direction of the producer fulfills purely technical tasks.

The work of an artist in the performing capture technology in the gaming
industry (and often in the film industry) is not always based on the methods of the
Stanislavsky system—working within the aesthetics of “montage of attractions”
excludes a focus on deep psychology. Recalling Kevin Spacey’s experience,
who played Jonathan Irons in the popular shooter game Call of Duty: Advanced
Warfare (2014):

No makeup, no hair, nothing. They put dots on your face. Then you
getinto a kind of jumpsuit, which is exceedingly unattractive. A bunch
of rubber-dot things all over that. They make you go into a room, and
you have to do all kinds of physical things. (...) They’re making sure
your body is going to be actually captured. So you have to do all these
things, and get your legs moving, incredibly stupid things that you
wouldn’t do in a yoga class.’

At the present stage of development of the industry, this approach
mainly concerns secondary characters. In the case of the main characters, the
technology requires a great deal of subtlety from the artist—moreover, in a game
project, which is more tense and complex professionally due to the polyvariant
development of the plot, noted earlier.

The tendency to underestimate the work of artists can currently be
perceived as one of the problems in the industry. This affects, among other
things, research approaches that ignore the acting component and focus on
visual-graphics, sound, and script-dramatic components of the artistic whole.
Actor Andy Serkis, who is called the “king of mocap,” expressed indignation in
one of his interviews about the critics’ misunderstanding of the specifics of an
actor’s work in computer games. “They’ll say things like, ‘Serkis lent his voice to’
or ‘inspired the emotions’ or ‘lent his movements to’ or ‘emotionally retained the
backbone of] as opposed to ‘performed the role.”® Journalists are partly right,

April 30, 2023, from https://www.nytimes.com/2014/11/02/arts/video-games/kevin-spacey-
stars-in-call-of-duty-advanced-warfare.html

8 Hurt, H. (2012, June 24). When will a motion-capture actor win an Oscar? Wired. Retrieved April
30, 2023, from https://www.wired.com/2012/01/andy-serkis-oscars/

HAYKA TENEBUAEHMA 19 (2), 2023 183 THE ART AND SCIENCE OF TELEVISION


http://www.nytimes.com/2014/11/02/arts/video-games/kevin-spacey-stars-in-call-of-duty-advanced-warfare.html
http://www.nytimes.com/2014/11/02/arts/video-games/kevin-spacey-stars-in-call-of-duty-advanced-warfare.html
http://www.wired.com/2012/01/andy-serkis-oscars/

as the final result is significantly influenced by the animator, who completes the
processing of the digital image. Working with 3D motion-capture animation is a
symbiosis of the actor’s work and technology, just like in any other field where
the modern artist exists. Without the performer himself, even the most perfect
program will not be able to create a complete image.

Andy Serkis led an acting troupe in the development of the game Heavenly
Sword. The creative director and author of the story was Tameem Antoniades—
three years later, Serkis directed motion capture scenes with him in the game
Enslaved: Odyssey to the West (Andy played an ape). Three years passed between
these two projects, and motion capture technology didn’t undergo significant
changes. But the difference in the actors’ experience was substantial. In Heavenly
Sword, the performers demonstrated excessive theatricality on stage, and their
acting seemed exaggerated. In the work on Enslaved, the actors existed more
naturally and accurately. “Anything you can do in a movie you can do in a video
game in terms of acting performance and subtlety”, noted T. Antoniades.’ Using
this work as an example, one can conclude about the contradictory nature of
an artist’s experience: on one hand, intensive interaction with motion capture
technology “tempers” the actor and allows him to master the nuances of existence
in this form of acting; on the other hand, some vagueness of the dramatic image
solution is likely connected with the lack of an overarching goal of the role—a
clear climactic point of the image, to which the actor aspires when working in the
classical dramatic tradition. In most game scripts, the artist, unlike traditional role
preparation, does not seek a single, most successful solution to the character’s
reaction to the same situation. Instead, he creates a broad gallery of invariant
episodes with awide spectrum of emotions, that are realized in various contextual
and situational versions of the plot development as the player chooses strategies
and character interactions. In the history of cinema, an analogy to this kind of
work can be found in the plot of Akira Kurosawa’s Rashomon, where the actors
convincingly demonstrate four different interpretations of the same event. This
requires serious professional training and skillful mastery of the craft. It should
be noted that working in the genre of a high-budget multi-episode TV saga in the
21st century sets a new high bar for the skill of contemporary artists.

?Kyllo, B. (2011, March 7). Performance capture injects emotion into virtual worlds. CBC. Retrieved
April 30, 2023, from https://www.cbc.ca/news/science/performance-capture-injects-emotion-
into-virtual-worlds-1.1104828
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FROM L.A. NOIRE TO DEATH STRANDING.
3D NOIR AND ART HOUSE OF COMPUTER GAMES

The implementation of image capture technology was marked by the use
of the motion scan system in the creation of the interactive movie genre game
L.A. Noire by Rockstar. The game’s space extensively recreates the virtual settings of
amajor metropolis in post-war America. The player, a detective, who is investigating
crimes, constantly makes conclusions about the truthfulness or falsity of characters’
statements, by carefully observing their facial expressions and body language.
Consequently, it was impossible to use computer-simulated characters; each game
episode was played out in the studio by artists dressed in motion capture suits,
under the gaze of 32 cameras used by the Motion scan system, which modeled a
three-dimensional image based on capturing movement from different angles.”®
This unique game combined the substantial features of American fiction, classic
film noir, and at the same time managed to convey elements of authenticity in
acting in the invariant development of the plot and game dramaturgy in the action-
adventure genre.

The game was deliberately styled as a retro-serial (it is noteworthy that most
of the actors who participated in the development of L.A. Noire starred in Matthew
Weiner’s cult Mad Men). Each investigation was taken out in a separate story, only
partially related to the game’s overall plot.

The authors of LA Noire use memories, projections into the character’s
past, which refer to elements of film noir aesthetics. Thus, in the system of film noir
characters, there are specific genre types—femme fatales, omnipresent reporters,
etc. Particularly clear noir masks in this game are described for the detective heroes.

The high level of professionalism of the actors forces the player to be
maximally involved in the communicative details of the investigation—they have to
figure out the character and degree of sincerity of the character. Reacting to nuances
of behavior (expression of the eyes, facial expressions, voice intonation), the player
must choose one of three possible perceptions: lie, doubt, or truth. Each choice
determines the further development of the plot.

Interaction with characters in L.A. Noire makes up a significant part of the
gameplay. For this, Brendan McNamara, the founder of Team Bondi, developed a
new technology—Motion Scan. This technology differs from the aforementioned
classic early version of motion capture in that it captures not the movements of
the actor, but their entire face, recorded from 32 cameras, transferred to the game
software, and attached to the character model. This is one stage of character
animation when the actor plays scenes while sitting on a chair, and all his emotions,

DTF. Retrieved April 30, 2023, from https://dtf.ru/cinema/109583-kak-rabotaet-motion-capture-
evolyuciya-i-zakulise
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feelings, and experiences are conveyed solely through facial expressions. In another
stage, motion capture of the actor’s arms, legs, torso, and head is performed using
special suits with sensors. As a result, the entire spectrum of emotions seems truly
believable.

The facial animation capture technology works not only to create an effect of
realism, but also directly affects the gameplay when the person sitting in front of the
screen must scrutinize faces, think, analyze, by trying to connect conclusions into
the overall picture of the case under investigation.

The work of recreating the era is colossal. The first one and a half years,
developers dedicated to studying newspapers of that time, real Los Angeles, various
authentic objects that later became part of the plot “evidence.” As a result, the city,
its streets, interiors and exteriors, cars, and costumes of people, the very rhythm of
urban life, turned out to be incredibly accurate.

The actor who played the role of Detective Rusty Galloway in one of the
interviews noted that he was incredibly struck by the level of detail that Brendan
McNamara managed to create in this game.!* The composer of the music, Andrew
Hale, who wrote compositions for LA Noire, also noted a focus on authenticity
in creating the mood. The game’s soundtrack was inspired by the movies of the
1940s. Musical director Ivan Pavlovich pointed out that Rockstar’s emphasis on
authenticity and realism in depiction, in creating the atmosphere of the city and the
images of the characters, inspired the composers.

The cinematic quality of the game was of such a high level that L.A. Noire was
submitted for inclusion in the Tribeca Film Festival of 2011.12

Aaron Staton, who played the lead role, noted the technical difficulties
of working on the role with the use of digital capture technologies. For example,
all dialogue scenes had to be performed by the artist without a partner. “A lot of
that was a challenge, sitting in the chair and sort of trying to imagine those cues;
whereas on a set, be it film, TV, or on a stage, there would be an actor present to give
you that cue,”® he said. The process was very long—for every short episode, one
had to sit in place, without changing position, for an hour and a half to two hours.
The shooting process of the game using performance capture technology lasted
about three months and became routine, but it was a great school for the actors.*

1 Gaudiosi, J. (2011, May 11). LA Noire: interview with actor Michael McGrady. Gamesradar.
Retrieved April 30, 2023, from https://www.gamesradar.com/la-noire-interview-with-actor-
michael-mcgrady/

2 Tribeca. (n.d.). L.A. Noire. Tribeca Film Festival. Retrieved April 30, 2023, from https://www.
tribecafilm.com/festival/archive/512cde961c7d76e0460004e9-1-a-noire

3 Mclnnis, S. (2011, May 13). An interview with Aaron Staton of L.A. Noire. Gamespot. Retrieved
April 30, 2023, from https://www.gamespot.com/articles/an-interview-with-aaron-staton-of-la-
noire/1100-6313171/

" Parker, R. (2021, May 17). “L.A. Noire” turns 10: Cast of the video game made up of several “Mad
Men” alums looks back at making the imaginative title. The Hollywood Reporter. Retrieved April
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Fig. 2-3. Aaron Staton in the role of Cole Phelps and Michael McGrady in the role of Finbarr
“Rusty” Galloway on the set of the game L.A. Noire and their images in the game.®®

Comparing his work in the game and in the retro series Mad Men with
a similar historical-cultural context, Staton considered his characters to be
completely different, although they transmitted the behavioral codes of the
same era. His character in the game, Cole Phelps, had a more complex set of
initial circumstances and events that the artist could rely on when working on
the character—reactions to various crimes, the military syndrome (PTSD) after
participating in the war, the aftermath of which the creators immersed in the noir
atmosphere. Ken from Mad Men existed in more comfortable conditions.*®

The video game Death Stranding became a legend even before its release.
Its creator, Hideo Kojima, managed to put together a 30-million-dollar budget for
the project and assemble a team of world cinema stars—Norman Reedus, Lea
Seydoux, Mads Mikkelsen, Margaret Qualley, Tommy Jenkins, Lindsay Wagner,
Elle Fanning, and Ciorf Tsutsuna.

The world in which the plot of Death Stranding unfolds is a hostile
environment, reminiscent of Tarkovsky’s Stalker (already reflected in the gaming
space in an earlier game of the same name), but having its own fundamental
differences. The game’s narrative world is deep and convoluted, difficult for the
player to understand and appreciate even on an intuitive level. This is largely
explained by a strong cinematic intertextual background, that includes films like
The Shape of Water, Edge of Tomorrow, Crimson Peak, The Lobster, and the Hobbit

30, 2023, from https://www.hollywoodreporter.com/business/digital/l-a-noire-10-video-game-
mad-men-4160607/

15 See image source: https://www.pcgameshardware.de/LA-Noire-Complete-Edition-Spiel-11476/
News/LA-Noire-Darsteller-beantworten-Fanfragen-zu-Motion-Capturing-850340/galerie/1576440/
(30.04.2023).

6 Mclnnis, S. (2011, May 13). An interview with Aaron Staton of L.A. Noire. Gamespot. Retrieved
April 30, 2023, from https://www.gamespot.com/articles/an-interview-with-aaron-staton-of-la-
noire/1100-6313171/
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trilogy, which provoke immersion into the world of Death Stranding in order
to understand all its details and nuances.

The main character, played by Norman Reedus, is engaged in delivering
cargo from one point to another. This is no simple delivery, as the United States
has been devastated by an invasion of ghostly creatures from the afterlife, who
came into the world of the living after a catastrophe (at this starting point of
the plot,one canfind adirectanalogy with a similar storyline in the novel Roadside
Picnic by the Strugatsky brothers, which became the basis for Tarkovsky’s Stalker).

On the surface, the game might seem like a “courier simulator’—
asignificant portion of the gameplay is spent simply moving from point A to point
B. However, this is not aimless wandering, but a genuine hero’s journey, in which
both the character and player gain a philosophical experience.

Hideo Kojima himself realized that there must be a fine line between
a media art author’s work and the player’s entertainment.

| want to keep a balance between art and entertainment so that
the author’s statement can be combined with what people are used to
getting from games. Sometimes | watch very art-house, independent
films, but | want to reach the point where both indie film lovers and
Marvel movie fans can enjoy my game.*’

When selecting Hollywood actors, Hideo Kojima did not forecast
the outcomes of the future project. Norman Reedus agreed to the lead role in
Death Stranding, having only been acquainted with the idea of the video game.
The popularity of the actors matched the high ambition of the project. Speaking
of the main character, no one doubted that Norman Reedus was an excellent
fit. His experience in the legendary series The Walking Dead already created
the necessary background for the game’s character. To a greater extent, Sam
(the main character) was created by Reedus himself. His unique facial expressions
and the image of a tough, silent, and serious man who had seen his fair share of
hardshipsin lifealigned very well with what was happeningin the post-apocalyptic
world of the video game. Kojima, when approving actors for the role, relied on
his experience and understanding of contemporary cinema. The game’s creator
admitted that for many years, since the days of the Bond series, he had been a fan
of Mads Mikkelsen and specifically sought his contact to invite him to the game.
Therefore, the choice of Mikkelsen for the role of the main antagonist was obvious
to Hideo Kojima. It is noteworthy that in choosing actors, the author of the
project relied on their typecasting and past experience in films. Attention should
also be paid to Guillermo del Toro, who is not an actor in this project, but during

' Smirnov, A. (2018, June 28) Hideo Kojima talks about working with actors of Death Stranding.
DTF. Retrieved April 30, 2023, from https://dtf.ru/games/22358-hideo-kodzima-rasskazal-o-
rabote-s-akterami-death-stranding
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the creation of Silent Hills was a manager at the same level as Hideo. Therefore,
his role in the game was comparable—a character who introduces the player to
the world of Death Stranding, becomes a kind of Virgil in the circles of man-made
hell—somewhat reminiscent not of the traditional assistant, but of Verge from
Lars von Trier’s The House That Jack Built.

The cinematic intertextuality that permeates the atmosphere of Kojima’s
game deserves separate art-historical analysis, which is necessary for evaluating
the phenomenon of this game that transcends the boundaries of auteur cinema
and gaming saga.

CONCLUSION

The evolution of technology—from dubbing, which establishes a distance
between the on-screen performer and their acoustic double, to performance
capture—leads to the creation of new professional roles and provides the artist
with rich opportunities for multifaceted talent development, for example, in
recreating images of fantastical creatures endowed with anthropomorphic
plasticity. Motion capture and other similar discoveries are the logical result not
only of the development of the post-digital era, but also the evolution of the acting
profession. In new forms of the artistic process, the entire arsenal of capabilities
of the national acting schools of the world’s leading theater centers is in demand
and utilized. In many countries, young artists begin to master the profession with
sketches based on observations of animals. Working in digital space activates
the entire repertoire of professional acting skills. The increasing need to create
virtual characters, who are acting in multivariant given circumstances, challenges
the artist to perfect the professional apparatus and especially the mastery of the
sketch method. Constructing interactive gaming reality also demands the actor’s
experience of interaction with the active audience of participatory theater. Just as
silent cinema learned the laws of the circus and pantomime, and sound cinema
learned from musical theater and Stanislavsky’s system, interactive video-world
integrates experiments of post-dramatic theater, its performativity, and its drive
to overcome the principle of the fourth wall.

The 3D characters of computer games and VR performances often differ
from stage heroes due to their alternate biological nature, which puts the
performer’s task in creating images beyond human essence, but undoubtedly
represents a creative challenge within the evolution of the acting profession.

Emerging opinions and even fears that the large amount of data obtained
as a result of successful projects created by motion capture programs might
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gradually replace the artist with a virtual image based on Al, do not take into
account the stages of work on a unique character in combination with various
factors of the acting profession. A modern computer game project or film, if it
offers unique original content, is the result of complex interaction on the set by
members of a large creative team, where performers are required to have a whole
arsenal of skills and techniques from various styles and schools of dramatic art. At
this stage of the development of digital motion capture technology, professional
educational institutions which prepare actors are just beginning to explore new
stylistic possibilities within the gaming video industry.

Modern high-budget projects of a triple-A level from large game studios
and companies with multi-million dollar budgets are gradually approaching
the point where they become as independent a field of art as literature, theater,
and cinema. In famous game projects, huge virtual worlds are created with
many extremely detailed character personalities, a high level of gaming space
modeling, and plot detailing, written by a large team of screenwriters and in
essence and volume comparable to works of artistic literature. While analyzing
how this direction has progressed over the past decades, one can conclude that
new modernizations of motion capture and performance capture technologies
require a reassessment of the potential of the gaming industry in interaction with
other areas of art, primarily theater and cinema, and also the need for a new
approach in examining how the array of professional actor qualities are formed.

* * *

BBEJAEHWE

VIHpopMaLNOHHbIE TEXHONOTUM ONPeAenstoT BEKTOP pa3BUTUS BCEX Ha-
NpaBneHnin AesTeNbHOCTY YenoBeKa — OT 3KOHOMMUKU U MOAUTUKM A0 TBOPYe-
ctBa. C poxaeHnem knHematorpada B KoHLe XIX Beka BO3HMKIN HOBbIE YCOBUS
AN8 CO30aHUS POV aKTepoM, 3TO NPUBENO K MOSBAEHUIO CIOXETOR, BbIXOASLLMX
3a paMKU TpafULMOHHOM ApamaTyprum, 4TO CO BpPEMEHeM WU3MEHWNO MOAXOAb
K cnocobaM CyliecTBOBaHUS apTUCTa yxe Ha cleHe. CnycTs ctoneTwe, B 2000-¢,
CTpPeMUTENbHOE Pa3BUTUE UHAYCTPUM BMAEOWUTP BHECNO HOBbIE KOPPEKTUBbI B
bopMbl BbITOBaHNS aKTepckol npodeccui. [1o HeAaBHMUX NMOP BUAEOUTPbI CHU-
TannChb HULLIEBOR, laXKe IK30TUYECKON pa3BneKaTensHon cchepold, Ho LmdpoBas
peBonouMs NocTaBuAa UFPOBYIO MHAYCTPUIO BPOBEHb C UHAYCTPUEN KMHO. Tpu-
BNeYeHre NpoheccroHanbHbix CLLEHAPUCTOB, PEXUCCEPOB, aKTEPOB K CO3AaHWMI0
Urp YXKe BOLWNO B MOBCEMECTHYIO MPaKTUKY. Ha CErofHAWHWA aeHb cyllecTsyeT
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MHOXeCTBO 6onblMX Triple-A NpOEeKTOB — BbICOKODIOMKETHbIX UTPOBbIX «6NOKOa-
CTepOB», NOTPYHAKLLKX ayAUTOPUIO B haHTaCTUYECKMEe Hen3BeAaHHbIe MUPbI, CHo-
XKeTbl KOTOPbIX NPEACTaBAAOT COBOW ANMHHbIE UCTOPUM C yHaCcTUEM KONOPUTHBIX
nepcoHaxel, HacklleHHble AeTanbHO NPOPaboTaHHbIMU HIOAHCAMU. A KMHeMaTo-
rpaduCcTbl Ha OCHOBE MIPOBbLIX MVPOB CHUMAIOT DUbMBI.

PaclwupeHme rpaHunL, akTePCKMX ammya B NOCTUMMPOBYHO 3Moxy 0OHapy-
XMBAET COMEeTaHMe TPAaMLUMOHHOTO 1 HOBAaTOPCKOro B 3D npocTpaHcTBax. V13-
y4eHune 3Toi 0bnacTu TpebyeT NpUMeHeHUs KOMHUTUBHbIX MOAXOA0B B UCC/e-
[OBaHUM TEXHONOTMIA KOMMBIOTEPHOIO MoAenpoBaHus (motion capture nnw
motion scan, performance capture), akTyanusauum ncUxXonorMm TBOpYeCTBa
(ncuxonorunsi noBefeHys apTuUCTa, CEMMUOTIKA KUHETUKY, MOBEAEHYECKME MOfle-
NV U peaKkLumu), a Takke MeTo4OoN0TN aKTEPCKOrO MacTepCcTBa BO BCEM MHOTO-
0b6pa3nn TpagmLMin HaUVOHANbHbIX LIKOA 1 METOAOB.

B cBS3M C N1aBMHOOOPA3HbIM POCTOM OCBOEHMS MOTEHUMana CKyCCTBEH-
Horo uHTennekta (M) nepcnexTrBa ero NCNonb3oBaHWs NpuBnexKaeT Bce 60/b-
luee BHYMaHMe nccneaoBaTeneil Bo BceM Mype. BoaMoxxHocTv M npumepstoT-
€S K pa3fiuyHbIM 061aCcTaM COLMANnbHO-3KOHOMMYECKONM cdepbl, B TOM Yucne
K pa3nunyHbiM hopMam WCKYCCTBa WM pa3BfeKaTeNbHbIM TEXHONOTMAM. JleToM
2023 ropa B CLUA 3awwnu B TYN1K neperoBopbl 06beanHeHHoro npodcotosa ap-
TUCTOB MMNbANM KMHOAKTEPOB 1 AMepUKaHCKON hefepallyii apTUCTOB TeNeBw-
aeHus 1 paaro (SAG-AFTRA) ¢ Tunbaneln KUHONPOACEPOB, YTO MOXET CTaTb
NpUYMHOM MaclwTabHon 3a6acToBKMY. OAHUM W3 TMaBHbIX MYHKTOB TpeboBaHW
CTano orpaHuMyeHne NpUBAEYEHNs B KMHOKAPTUHbLI TEXHONOMMUIA UCKYCCTBEH-
HOro MHTeNnnekTa Npu paboTe C N306PAKEHNUAMU aKTePCKMX PaboT NpoWNoro
1 3aMeHbl UMK PaboTbl XKMBbLIX apTUCTOB. oka M cnocobeH ToNbKo ycnewHo
3aMEHSATb MACCOBKY UM YLIefWVX U3 XKU3HM 3BE3[, OAHAKO KMHemaTorpaduye-
CKoe coobLLeCTBO Y)Ke celivac BbipaxaeT 06eCNOKOEHHOCTb MO 3TOMY NMOBOAY
W CTPEMUTCS NpPefoTBPaTUTb OCTPbIV aHTaroHV3M NpodeccroHanbHbIX UHTe-
pecoB B oTpacnn B 0603pnmMoM Oyayliem. bym no noBogy MCKYCCTBEHHOMO MH-
TennexTa NocTaBu BOMPOC O Npefenax ero KpeaTnBHOCTW: 0bpaboTka 6onb-
WOro MaccvBa MHhoPMaLMK NPU NMOUCKE «yCPEAHEHHOIO» PeLleHs NPUBOANT
He K CO3[4aHMI0 NPOPbIBHBIX MV WeAEeBPanbHbIX TBOPYECKMX AOCTVIKEHUIA AN
BbICKa3blBaHWI, a K VX NOCTENeHHoN aerpafaumnu. Cenyac emy noa cuny CKonum-
poBaTb 3Be3/HbI 00pa3 NN CO34aTb UANO3MIO €CTECTBEHHOCTU HEKOero cpep-
HeCTaTUCTUYECKOro UCnonHUTeNs. OH MacCOBO MPUBNEKAETCS K MPOW3BOACTBY
HEe3aMblCOBATbIX CUTKOMOB, HO CMOXET /11 CO3[aTb YHMKaNbHbIE XyA0XKeCTBEH-
Hble 06pa3bl — 3TOT BOMPOC NMOKa OCTAETCS OTKPbITHIM.

Picketing. New York Times. https://www.nytimes.com/2023/06/05/business/media/hollywood-
actors-strike-vote.html (26.06.2023)
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Mpobnema WrpoKoro pas3sntusa NI B kKnHocdepe noka nexumT B 06nactu
XyIOXKECTBEHHON DYTYPONOrMmM U HAaXOAUTCS HECKONBbKO B CTOPOHE OT 3asiB-
NeHHoM TeMbl. Celiyac HegOCTaTOYHO MOHO OCMbIC/IEH APYrol (heHoMeH npea-
WecTByOLLero 3Tana TBOPYECKOro 0CBOEHMs LndpoBM3aLMM — HOBbIN Ana-
Na30H XyAOXECTBEHHbIX BO3MOXHOCTEN apTUCTa Npu paboTte ¢ TexHonormen
performance capture B MHTEpPaKTMBHOM WIPOBOM MPOCTpaHCTBe. [ocTaHoBKa
3TOM Npobnemsl TpebyeT BHavane onpefeneHus akTyanbHbIX KpUTepnes 1 BO3-
MOXHOCTEll aKTepCKOro Cyl|eCTBOBaHWS NPU CO34aHNN KOMMbIOTEPHBIX UMPO-
BbIX 0OPa30B Ha OCHOBE NEPBbIX OMbITOB OCMbIC/IEHNS UX apTUCTaMK, @ Takke
cospaTtensiMu NPOEKTOB v KpUTUKamu. B nepcrnekTuse 6onee WMpoKoe nsyde-
HWe onbiTa paboTbl apTVICTOB B BbICOKOBIOMKETHbIX MPOEKTaxX KOMMbIOTEPHbIX
WP NO3BOUT OLUEHUTb IMYBUHHOE B3aVMOeNCTBIe aKTyanbHbIX POPM PasHbIX
obnacTel nckyccraa XX| Beka. BopacTatouimii 3anpoc 3puTenseKoin ayantopum
B HEOOXOAMMOCTW TpaHcdopMaLUmMy NPOCTPaAHCTBa TPaAMLVIOHHOIO TeaTparb-
HOMO W KWMHO3ana B NnaHe pPacliMpeHus ero MHTEPAKTUBHbIX BO3MOXHOCTe
(NnapTrcKnaTUBHBINA/MMMEPCUBHbBIN TeaTp, VR-TeaTp) no3BonseT nocTeneHHo
NepeHOCUTb IKCNEPUMEHTaNbHbIE OMbITbl COBPEMEHHON TeaTpanbHOM 1 KMHO-
PEXMCCYPbl B KOMMYHVIKATUBHbIV MUD KOMMBIOTEPHOI UIPbl, HANOMHSIS ero ax-
TyanbHbIM 3CTETUYECKMM COLIEPKAHVIEM.

XyAOWECTBEHHbIVI acneKkT paboTbl apTUCTa B MPOEKTax, NOCTPOEHHbIX
B paMKax TexHonorvmn motion capture (Cokp. mocap, 3axBaT [ABMKEHNS), OCTaET-
Cs1 NoKa Ha nepudepun NcCnefoBaTenbCKoro BH1UMaHus. CMelleHre aKleHTa ¢
MarncTpanbHoOW MHUM M3YYeHUs TeXHONOrMK B CTOpoHy performance capture
— TPaHCAAUMM Y30DPaXKEHVIS B NOHOTE HYeNOBEYECKUX PeaKLMi BHYTPY Xyao-
KECTBEHHO-06pa3HOM peanbHOCT — AMKTYET HeOBXOAMMOCTb PacCMaTPUBaTb
37O sIBNEHNE B CUHKPETN3ME U YHUKANbHOCTH €ro 3CTETUYECKOW NPUPObI.

TEXHO/IOT MM 3AXBATA [IBVUXKEHUS APTUCTA.
METO/Z0/IOMMYECKUE NOAXO/b!

ictopus cosganmg TexHonoruy motion capture, ee passuTne U TeopeTu-
YecKune OCHOBbI B MCCNEA0BATENbCKOW UTepaType NpefcTaBneHbl LOCTaTOuHO
nonHo (Lewkowicz, Delevoye-Turrell, 2016; MaBniok, DUANAUWLIKH, AHYLIEBCKAN,
2020).

CTaBlwas knaccnyeckoi KHura Anbbepto MeHaye Understanding Motion
Capture for Computer Animation, NOMUMO 3KCKypCa B 3BOMOLMIO TEXHONOM MM
3D-CKaHWHra, aHanu3mpyeT pa3paboTky B 061acTv LMppoBOro A13ariHa, KUHo,
Urp, MEAVLMHLI, CNOPTa ¥ UHXeHepUn 6e30MacHOCTY, MOSBMBLUMECS K HaYany
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2000-x ropoB. OHa akKyMynupyeT nHMOopPMaLMo O COBPEMEHHbIX JOCTUKEHUSX,
METOLONOr MW V1 PA3BUTMM B TEKYLLEN MHAYCTPUM motion capture 1 gaeT nonHoe
npeacTaBneHne o crnocobax 3axsarta NnacTvKW OT TPaAMLMOHHOTO MCNONb30Ba-
HWS Kamep [0 aHanmn3a KonebaHni AaTYMKOB 3NEKTPOMarHUTHbIX Nonel. VimeH-
HO B 3TOW KHUMre obpalllaeTcs BHVMaHMeE Ha pasnuine mexay motion capture
(3axBaT pBwKeHus) n performance capture/ performance animation (TexHo-
norus unbpoBOro 3axsaTta ABMKEHWI akTepa): «Motion capture dukcnpyet
CobbITVE B peanbHOM BpeMeHu 1 NepeBoamnT ero B UMhpOBOM KOHTEKCT. 3Ta
TexHonorus cnocobHa npeobpa3oBaThb XKMBOE UCMONHEHWe B LudpoBoe. (...)
B otnnyme oT Hero, performance animation — 370 peansbHoe npeacTaBneHve
B LUM(POBOM NPOCTPAHCTBE, KOTOPOE OXMBASET NepcoHaxa. (...) Ecnm motion
capture — 370 Habop AaHHbIX, NPEACTaBASIOWLMX ABWKEHME, TO performance
capture — 370 NePCOHaX, KOTOPOTO NpeacTaBAseT akTep» (Menache, 2000, p. 1).

«C pa3BUTMEM TEXHONOTMIA U TPad UKW, KaK B Urpax, Tak U B KMHO, BCe Yalle
BMecTo motion capture ynoTpebnstoT codeTaHue performance capture. Takum
00pa3oM NoAYEpPKMBAIOT 3acCiyrit aKTEPOB — KaK Tex, KTO OTBeYaeT 3a fABWxe-
HUS NEePCOHaMeN, TaK U 3HAMEHUTOCTeN, AapsLUMX KOMMNBIOTEPHBIM MOAENsSM
nvya v ronoca. CoTpyaHMYECTBO C fecaTKaMu UMK faxe COTHSIMY akTepoB faB-
HO CTano HeOTHLEMAEMOM HaCTbto MPOU3BOACTRA, a Ans KnaHy Pus3a unv Maaca
MuKKenbCeHa y4acTBOBaTb B pa3paboTke Urpbl CErOAHS TaK e 3axBaTbiBatoLLe,
KaK 1 CHUMaTbCs B bnokbacTepe»?.

JBontouMs TexHonorum B performance capture 1 BocnpusiThe ee Kak
cnocoba NpoeLnpoBaHns HenocpeacTBeHHOro 0bpasa Yenoseka B LMGPoBol
PeanbHOCTU OTKPLIBAET MCUXONOrUYecKuii 3hdeKT «OXMBNEHWUsS» MepCoHbI
B BMPTYaNbHOM NPOCTPaHCTBE (a He OMepTBEHWS B Mt pe). 3TO MOXKET paccMa-
TpuMBaTbCs Kak 3ddeKT, NpoTUBOCTOSLNIA (heHOMEHY 3n0BelLel A0ANHbI (Mori,
2012) — cTpaxy nepef UCKYCCTBEHHO CO3AaHHbIM 06pa3oM YenoBeKa Unun aH-
apounaom®,

B HacToslLee BpeMs 3Ta TEXHOMOMMS OCHOBaHa Ha CIOXHbIX, 4OCTATOYHO
AOPOroCTOSLMX MapKepax v AaT4MKax, 3aKpenseMblx Ha Tene, B TO BpeMs Kak
LmdpoBas 06paboTKa NNACTUKM YeNoBeKa Ha OCHOBE TEXHONOM M4 UCKYCCTBEH-
HOTO MHTEeNNEeKTa CTAHOBWTCS HOBbIM AOCTYMNHbIM BAPMaHTOM CO3aHNs NOAHO-
LIEHHOW NpOoeKLMM YenoBeyeckoro 0bpasa B KMHO 1 aHUMaLuK.

2Kybpak, H. (2020, 5 mapTa). Kak paboTtaet Motion Capture: 3Bontouns 1 3akynuncse. DTF: [IHTep-
HeT-u3gaHue]. https://dtf.ru/cinema/109583-kak-rabotaet-motion-capture-evolyuciya-i-zakulise
(30.04.2023).

3 GeHOMEH 310BeLleli JONNHbI Kak cCnocob BO3AENCTBUS Ha 3puTenbckue amounm (Kaky, 2015,
C. 318-320), KOMMYHVKaTUBHas MofeNnb B 3CTETMKe KMHO (Ko3noBa, 2021; Kpusyns, 2022) nnu
CLEHMYECKOM NPOCTPaHCTBE, Hanpumep, B NOCTaHOBKe 3HaMeHUTOM nepdopMaTnBHON Tea-
TpanbHoM Tpynnsl Rimini Protocol (BennuHrtoH, 2021) npoaHanv3vipoBaH A4OCTaTOYHO pa3Ho-
CTOPOHHEe.
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MosiBNEHNe MaKCcMManbHO NPaBLoNoA0OHOrO MOAYNSTOPA YeOBEYECKNX
06pa3oB MetaHuman Ha nporpammHoii nnatdopme Unreal Engine 5 oT komna-
Huu Epic Games Creator Ha ocHoBe 60/1bLIOT0 MaccvBa 06paboTaHHbIX 4aHHbIX
3axBaTa mocap HauMHaEeT PacCMaTPUBATLCS KaK NMCUXONOMMYECKMIA Mopor npe-
ofoneHns addexTa 3n0Bellelt oNVHbI 3puTeneM — coBpeMeHHas 3D-Moaenb
JenoBeKa, [OCTYMNHas A1 NPOM3BOACTBA B MACCOBOM CErMEHTE KOMMbIOTEPHbIX
N306paxeHnii, BOCNPUHMMAETCS opraHnyHo. KoMMOPTHOCTb 3pUTeNbCKOro
BNeYaTneHWs OT NepcoHaxa, CO3aHHOro NpY MCMoAb30BaHWM 3TOTO NPUNOXKe-
HUS AN MOAENNPOBAHMS UTPOBbLIX CUTYaLMIA, MPOBOLMPYET MOPOA Kypbe3Hble
cnTyaumm: «<Poccmninckas ctyams Tallbays yxxe Heckonbko neT paboTaeTt Haf, M-
MEPCUBHbIM CMyNsTopoMm Militsioner, Tpelinep KOTOPOro B CBOE BPeMs BbI3Bas
6onbLol axnoTax B CeTu. Mocne TOro, Kak M3HavanbHy MoAeNb MMraHTCKoro
MunuumoHepa 3aMmeHunmy “undpoBbiM YenosekoM” 13 MetaHuman Creator, Ha
Pa3paboTUMKOB OBPYWMACS LKBAN KPUTWUKM CO CTOPOHbI MTPOBOTO Cooble-
cTBa. Bce aeno B TOM, YTO HOBbIW peanncTUYHbIi 06pa3 MunuumnoHepa bonblie
He BbI3blBan ahekTa 3n10Belen AONAMHbBI U, B OTAIMYME OT NPOLLIAOWA BEPCUY,
y)Ke He TaK nyran urpokoB. Pa3paboTymkmu NNaHUpPyOT CHOBA U3MEHUTb TeKy-
LIYt0 MOAENb, BEPHYB €l rpoTecKHble YepTbl»*. 11, MaHOC BUAUT B Pa3BUTUM
Mocap-TeXHONOrMM NEePCrneKTUBLl AN UMGPPOBOro apxMBMPOBaHKUS Yenose-
4ecTBa, BMPTYanbHOrO AOKYMEHTUPOBAHMWS YeNOBEYECKOTO CyLeCTBOBAHMS.
OT cTpaxa nepeq UndPOBLIM NepexofoM rmnoTesa lNaHoca nepeHoCcHT K pas-
MblLMIEHUAM O NMepcneKT1Bax NocTUMhpPOBOro obulecTBa B KOOPAUHATAX 1K
«pyccKkoro kocmmama» ®epoposa (Panos, 1994). IMEHHO Takue nepcrnexkTvBb
V ONpefensoT HOBbIe O4epTaHMs MeTaryMaHun3ma.

Knura Pukapao ToboHa The Mocap Book: A Practical Guide to the Art of
Motion Capture (Tobon, 2010) He TONbKO NPeAOCTaBAAET CBeAEHWS N0 UCTOPUM
TexHonorun, gaeT nogpobHoe pyKOBOACTBO MO OCBOEHMIO Mpouecca undpo-
BOW 3ammncy ABMXXEHWIA OT 3TanoB BbIbopa annapaTypbl B 3aBUCYMOCTH OT 3a-
fau, ynyJleHns aHnuMaumm 1 uHTerpaummn dannos, BKIOYAOWMX 3axBaT M30-
BpaxkeHus, OTCAEXMBaHWE, MOHTaX W MHTErpaumnio 1306pasnTenbHbIX CNOeB,
aHMMaLWIO 1 KOOPAMHALUMIO ABMKEHN OBBEKTOB, HO M pacKpbiBaeT BO3MOX-
HOCTI Mocap Kak OfHOW 13 TeXHOMOMMIN COBPEMEHHOTO UCKYCCTBa.

Mocap 1 ee NPOW3BOAHbIE CTaNN OPraHMYHOM HaCTbiO CHOXKETHBIX UTP C
MHOIOYPOBHEBbIM MOBECTBOBAHMEM, MAaCTEPCKMMM AManoramMmm 1 NoATeKCTaMu,
pacKpbIBalOLMMNCS 1 B HeBepbanbHbIX CUTyalUusX, U B CLeHax, co34aBaembix
C HI0@HCMPOBKOW LMMPOBOTo 3axBaTa 1 Nepefayei HenoBeyeckon NnacTuKku.

*banbepu, /1. (2022, 10 mapTa). MetaHuman Creator: Bce, 4TO HY)XHO 3HaTb O HOBOM VHCTPYMeH-
Te ANs co3faHus peanucTuyHbIx nepcoHaxeit B 3D. Skillbox Media: [iHTepHeT-n3aanue]. https://
skillbox.ru/media/gamedev/metahuman-creator-vsye-chto-nuzhno-znat-o-novom-instrumente-
dlya-sozdaniya-realistichnykh-personazhe/#stk-7 (30.04.2023)
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MNpu3HaBas NpeenbHOCTb BOIMOXHOCTE Mocap B 3KPaHHOM MCKYCCTBE
V Urpax, CoBPeMeHHble 1CCefoBaTeNy ULLYT FPaHuULLbl 4OMYCTVIMOrO peanmncTy-
4EeCKOro BOCMPUSATUS CUHXPOHM3aUMM ABMIKEHUS U PeYM B MOCap, KaK Korga-to
KVHO NPWLUNO K 24-KkalpOBOMY CTaHAAPTY — Ha AaHHOM 3Tare B Ka4YeCTBe TaKo-
ro npegena peaancTUyHOCTM AOMYCKAETCH PACCUHXPOHN3ALMS MEXY 3BYKOM U
apTukynaumein B 500 Mc, TONbKO 3a Npeaenamu 3Toro MHTepBana 3puTens CMo-
XET OWYTUTb HepeanbHOCTb KOMMYHMKaLMW. Takoe OTKPbITUE AaeT BO3MOX-
HOCTb BHOCUTb KOPPEKTMBbI Ha Pa3HbIX anmapaTHbIX YPOBHSX, YTO NO3BOASET
COXpaHsATb PeanncTMYHOCTb 3D-Modeny 1 genaeT TexHonoruio bonee BocTpe-
6oBaHHoM 1 noctynHo (Nirme ets, 2020).

OcTaBMM B CTOpPOHE (MUNOCOMCKYIO NOTVKY PaCCyXAeHWUA O CUMY-
NAKpaTUBHOCTM 06pa3oB  3D-mopennpoBaHus. (COUMOKYNLTYPHbIA  deHo-
MEH aHTUYTOMWYECKOro amnores croxeTa 06 aHApovae, nepewarHyBweM 13
3N1eKTPOHHOW 3MOXM B HACTOSLLYIO XWU3Hb, Ha NpuMmepe «Mupa [ukoro 3a-
naga» — dunbma Malikna KpaiitoHa (1973) v cepuana [hxoHaTaHa HonaHa
1 In3bl [xoit (2016-2022), paccMaTprBancs AOCTaTOYHO NOAPOBHO — KaK OT-
paXxeHVe pa3BUTWS uael coBpeMeHHoW dunocodumn (South, Engels, 2018),
TpaHchopMaumm CoLmanbHOW NCUXONOrUK Nof, BO3AEUCTBMEM HOBbLIX Meaua
n TexHonorunii (Langley, Goodfriend, Cain, 2018), KOHBEpreHUMM 3NUYECKIMX
XaHPOB MCKYCCTBA U, B YaCTHOCTU, KMHO B MPOLLECCe OCMbICNIEHNS BO3MOXHO-
cTelt undpoBol peanbHocTH (3opuH, 2020)). B 06Le3cTeTUYECKOM KOHTEKCTE
TpuymdanbHoe pasBuTMe aHTpononornu 3D-MofennpoBaHus, Kak ybexpaet
B CBOeM puccepTtaumonHom mnccnepgosanum C.C. Ko3noBa, OTpaxaeT BeKTOpbI
TpaHcdhopMauMmn NpUpoabl TENeCHOCTV Ha COBPEMEHHOM 3KpaHe W, COOTBET-
CTBEHHO, B 06L|ECTBEHHOM CO3HAHWM, CTAHOBWTCS NpoeKLmen obuinx Ans cospe-
MEHHOIO YeNoBeKa COMHEHWI 1 CTPaxoB. B KNHOYEBOM 15 IKPAHHOMN KyNLTYpbI
«“ctoxeTe TenecHocTW” paboTaeT AnHamyvka UMhpPOBM3aLMI TENECHOCTH, @ KOH-
burypauvs Tena nepcoHaxa npefenbHo HenpeacKasyema v faneka oT aHTpono-
MOPHOCTM — 3TO “Teno-npocTpaHcTBo”. KoHurypaumto Tena onpeaenset und-
POBOE NPOCTPaHCTBO, MPU3PaYHOCTb ero rpaHnLy (Kosnosa, 2021, c. 44).

3cTeTrYecKas cocTaBnsollas 3Toro GeHoMeHa BCe SBCTBEHHEE BbIXOAUT
Ha nepBbli NnaH. AA. TUTOPEHKO B CBOeW CTaTke 0 «<MeTaduranke Urp» CTaBuT
BOMPOC O TeaTpasbHOW COCTaBASIOLENA B CTPYKTYpe UrPOBOMO KOHTEHTa: OT
MO/IeNV COBPEMEHHOTO repost Kak «MrpoKa B TeaTpe )n3Hu» (TutopeHko, 2010,
c. 158) aBTOp nepexoauT K COBCTBEHHO TeaTpasnbHOM NpUpoae TeXHONOorum
mocap, Korfa B pesynsraTe cozaanus 3D-obpa3a BO3HMKAET BnevaTieHue, YTo
«paboTa akTepa OCTaeTcs HemsMeHHol, byab To paboTa B KMHO, UK BUAEOW-
rpe, AN Ha CLeHe» — Beflb «NepCoHaXXaM BUAEOUTPbI COMEPEXHBAELLb TaK Xe,
KaK X BpaTbsam Mo Lexy ¢ 6onbliol cleHbl» (TuTopeHko, 2010, c. 160). C ToukK
3peHus TPaaULVOHHbIX NPeacTaBNeHNA 06 aKTEPCKOM CYLLECTBOBAHMY XM3He-
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nofobue 1 TeaTpanbHOCTb OKa3bIBAKOTCS B AAHHOM C/lydae B MPOTUBOPEUMBbIX
OTHOLLUEHMSIX.

A.B. CasvikoB 1 B.[l. 3Bannbé, aHann3mpys MHoroobpasme Hay4yHbix npo-
61eM, CBS3aHHbIX C HOBbIMU TEXHONOMMSMU, MPUBOAA UMMM K NOCTOSHHOW TpaHc-
opmaummn HopM WCKYCCTBa, OTMeYatoT MOsSBAEHME HOBbIX AedUHULMIA NoCT-
undpoBoi 3noxu. «MocTuMdpoBOe UCKYCCTBO ONpeaenseTcs Kak TBOpYecKas
AEeATeNbHOCTb, HanpaBneHHas Ha ryMaHy3aLmio KOMMbIOTEPHbIX TEXHOMOT A MO-
CPefCcTBOM B3aUMOAENCTBYS MeXaY UMMDPOBbIMUM, OUONOTUYECKMMU, KYNETYPHBbI-
MU 1 BYXOBHbBIMUW cucTeMamu. KOMBMHVPOBaHWe aHanoroBoro 1 LdpoBoro me-
TOAOB NPeACTaBNSET COBPEMEHHbIN MUP KaK rMOpuAaHbIN, B KOTOPOM LMbpoBOe
¥ peanbHoe paBHOMPaBHbI» (Ca3nkoB, IBannbé, 2023, ¢. 206-207).

TexHonorMyecKkre BO3MOXHOCTM MOcCap M3HavanbHo hopMUpoBanmch
B XY[OXECTBEHHOW aHWUMaLMK, 1 ceilyac B 3Tol 0bnacTn oHW BOCTpeboBaHbI
Havbonee MOMHO U WWPOKO. AHUMALMOHHbIE OTKPBITUS BAUSAW Ha UrPOBOA
KvHemaTorpad 1 BO MHOrOM COPMUPOBANM TaKKe 3CTETHKY KOMMbIOTEPHbIX
Urp. 3TO aHMMaLMOHHOE HanpaBieHne mocap pa3BMBanoCk NapannensHo, oa-
Hako B MocneaHue 15 neT KpoCC-KaHPOBbIe MepeceyeHns NpuBenn K ToTanb-
HOMY B3aUMOBUSHWIO KUHO 1 LMMPOBOV MFPOBOI MHAYCTPUM — B KAHPOBOM
npupoae, 0OCOBEHHOCTSX CIOKETOCNOXKEHNS 1 CO3AaHNUN cacmneHc (Mcmxonoru-
4EeCKOro HanpsKeHWs), NPeoOACNEHUN TPaHNML, TENECHOCTU 1 IKCNeprIMeHTax B
AKTEPCKOM CyLLECTBOBaHWN. B KOMMbBIOTEPHBIX MFPax 3TO HAacNeAve 0TPa3mnnoch
B [ByHanpaBneHHOCTU pa3BuUTUs TexHonorum performing capture: cosgaHun
YHMKaNbHbIX aHVMMPOBaHHbIX 0OPa30B Ha OCHOBE 3axBaTa ABWIKEHWIA aKTepa
(MynsTUNAMULMPOBaHME) U LUMDOPOBOE BOCCO3AaHME B UIPe MaKCUManbHO A0-
CTOBepHOro obpasa, Co3[aHHOro apTUCTOM, KaK COBMaAatoLero ¢ peanbHbIM
MCNONHUTENEM, TaK U MHBbIM MO BHEWHUM XapaKTepUCTuKam (KMHoduKaums
C 3N1eMeHTaMy TeaTpanusaumm).

B nepBoM cfy4ae 3axBaT ABWIKEHMWS paclumpsieT BO3MOXHOCTY UCMOMHU-
Tens, TaK Kak Tenepb apTUCT He orpaHnyeH CBOMMMU BU3NYECKMMN faHHbIMY
W TenecHon Npupoaow Npw co3fgaHuu NepcoHaxa. VIMEHHO 3TW nepcnekTy-
Bbl, BOCXOAsLLME K OCHOBAM aHMMauuMu, 6binm BOCTpebOBaHb! B MepBbIX NMOMy-
NSAPHBIX KMHOMPOEKTax C LUMPOKMM WCMONb30BaHMeM mocap — B «ABaTape»
A. KamepoHa (2009) v akpaHm3aumsax M. [hkekcoHoM pomaHoB k. P. P. Tonku-
Ha. beHeankT Kambepb3aTy, Gnarofaps mocap, CMOr CbirpaTh ApakoHa CMayra
— [N1aBHOrO aHTaroHWCTa BO BTOPOM HaCTW KUHOTPUAOT MK «X0BbUT: MycToub
Cmayra» (2013). Ha cbemkax 3HaMeHWUTbINM apTWUCT AO/MKeH Obln NNacTuyeckm
nepefaTb CBOE BMAeHWe 0bpasa, NofobHO TOMY KaK CTyAeHT-NePBOKYPCHYIK Te-
aTpanbHOro MHCTWTYTa Ha NMePBOM 3K3aMeHe NMOoKa3biBAET 3THoAbI-HabA0AeHNS
32 XMBOTHbIMW. OH Mon3an, BUAsA BOObpaxaemblM AANHHBIM XBOCTOM, AeTaNb-
HO TOYHO Nepefasas NAACTUKY U ABWKEHUS SLLEepONof0OHOr0 MUCTUYECKOrO
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cyuiectsa. Eciv akTepy He yaaeTcs OpuriiHanbHO NpoaenaTtb Takoro poga pa-
60Ty, TO Aaxe Npw TlATEeNbHOW A0paboTKe aBaTapa co3aaTensaMu aHMMaLmm
¥ rpaduKmM MOTYT OLLYTUMO MPOSIBUTLCS HECOOTBETCTBMS UTOrOBOro 06pasa
NOCTaBNEHHOM XyNOXeCTBEHHOW 3aaaqe.

Puc. 1. BeHegukT KambepbeTy Ha CTyAWINHOW 3anncy ABMKEHWI B TEXHONOTUMN mocap
a8 co3gaHus obpasa fpakoHa Cmayra B hunbMe «<Xo66uT: MycTowb CMayra» (2013)°

TaKkoW nogxod B CO3[AHMM NepCcoHaxa OTChINaeT K aKTepCKOM cucteme
Muxanna HexoBa, cHuTaBLIEr0 BOOOPaXKEHE OCHOBHbLIM HaBbIKOM aKTepa Kak
TBOPYECKOW eamHuLbl. «B 3TON 3aaaye, N0 MHEHMIO YexoBa, aKTepy AOMKHbI
NOMOYb ero (hU3nYecKmne fJaHHble: MO3bl, KECTbl, MUMMKA, PUTM, NPUBbLIYKL. Mu-
Xaunn YexoB yTBepxAan, YTo ABMKEHME onpefenseT 0bpas v pOXGAET HyKHoe
4yBCTBO» (Monuuyk, 2010, ¢. 173) . BaxHellwyto ponb B pa3BuTHX TEXHONOT W
3axBaTa [BWKEHNSA YeNoBeKa Cbirpan OMbiThl OTKPbLITOM B. 3. Meiiepxonbiom
aKTepCKOW BUOMExXaHNKK, CTaBLel MPaKTUYeCKn CaMOCTOSTeNbHOM 06N1acTbio
M3y4YeHUs COBPEMEHHOM KOrHUTONOr UK. B CBOIO 04epeab, TeaTpanbHas brome-
XaHMKa 1 OMbITbl B 06MACTV NOCTAPaMbl SBUANCH MTOTOM Moucka Meiepxonb-
[OM TOYEK COMPVKOCHOBEHUS MEXAY TeaTPOM 1 HabMpatowmmM 1y KnHema-
TOrpadoMm, Koraa «npu BCTPEYe e C XKMBbIM aKTePOM 0BHAPYKUANCH U FpaHy
KUHOMUKALMN — BBIICHUIOCH, YTO TeaTp OCTaeTcst CObOM, a KMHO CoXpaHseT
0CcOoBOCTb B Npefienax ““4y;omn” XyooKecTBEHHOW cucTeMsl. VI Menepxonbg Ao-
6vBancs kuHematorpaduvyeckux 3thdeKToB COBCTBEHHO TeaTpanbHbIMU cpes-
cTBaMm» (MaTtBumeHko, 2009, c. 301).

Pa3BuTHe TEXHONOM WA NepeHoca 0bpasa apT1cTa B MUP KOMMbIOTEPHOM
Wrpbl CTAHOBWTCS TOUKOW MepeceveHns NMpoLeccoB, YEeTKO 0003HaYMBLIMXCS

> WcTouHuK w3obpaxeHns cMm. / See the image source: https://www.youtube.com/
watch?v=sXN9IHrVVU (25.04.2023).
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B KOHLE 1960-x rofoB — uMbpoBOi remMudmKaLmmn coLumanbHOro NpocTpaHx-
CTBa M MaHudecTauuv NPUHLUMNOB NepdopPMaTUBHOM 3CTETUKN Ha CLEHE U B
MYy3eMHOM aKLMOHUCTCKOM NMPOCTPaHCTBE. HoBas UrpoBas 3cTeTuKa (anstep-
HaTMBa TOTanbHOMY AOMUHWPOBAHWIO KAPTOUYHOM UTPbl MPEXHWX CTONETUI)
Kak acTeTuka BoBneyeHns (Kirkpatrick, 2007; Cepreesa, Opex, 2021, c. 17-19)
NepeKNNKaeTCs C yCTaHOBKaMM Ha UMMEPCUBHOCTb U pa3pyLieHue «4eTBepPTOi
CTeHbl» B COBpeMeHHol noctapame. MpuHuMnbl nocTumbpoBoro obuiecTsa u
371eMEHTOB HOBOW ColUMann3aumm, oTpaxatoLlencs, hopMupyolleics 1 npo-
FHO3VIPYEMOW B COBPEMEHHOM UIPOBOM MPOCTPAHCTBE, KOPPENVPYIOT C MapTy-
CUNATVMBHOCTHIO COBPEMEHHOMO MU pa-TeaTpa.

3MK Bopcyk, Kak npyumep ugeanbHOro cuMobunosa XUBoro U UMGpoBoro Te-
aTpa, CoeavHeHns BEePEXHOro KNacCuyYecKoro NPOYTEHNS Mbechl C TOPXKECTBOM
UrPOBbIX LMMDPOBBIX TEXHONOTNIA, aHANN3MPYET NOCTAHOBKY «bypw» Tpynnoi Ko-
ponesckoro LLekcnmposckoro Teatpa (RSC) coBMecTHO co cTyament Imaginarium B
2016 ropy (Borsuk, 2019, p. 12), roe n3obpeTatensHo ncnonb3osanacs performance
capture B MHHOBALVIOHHOM ¥ JOPOrOCTOSILLEM TEXHONOrMYeCKOM BapuaHTe. CNoH-
copamn mMocap-TeXHONOrMK CneKTakns BeiCTynuna Intel, oTmeTMBWas B CBOEM
HOBOCTHOM penun3e, YTO rpynne copaTtenel — noasM TeaTpa M TeXHONoraM —
no MToram rofia MccneaoBaHnii yaanoch obUTHCS B3aUMOAENCTBUS LMMPOBLIX
aBaTapOB C XVBbIMW apTUCTaMM B PEXMME PeanbHOro BpeMeHn. YTobbl cooTBeT-
CTBOBATb CMOHTAHHOCTU XMBOro TeaTpa, “aBatap” Hbin CMOAENNPOBAH C UCMONb-
30BaHMeM 336 AaTHMKOB CYCTaBOB, (DUKCMPYIOLLMX ABVIKEHWS BCEX CYCTABOB Yeno-
BEYECKOr0 TeNa, a TakxKe OCHalLEeH KOMMbIOTEPOM, «06beM NaMsTh KoToporo B 50
MWUAVOHOB pa3 bonblue, YeM Yy BbIYUCAUTENbHON MallWHbI, pacCyMTaBLel noneT
yenoseka Ha /lyHy» (Borsuk, 2019, p. 1).

B vTOre camu cosgatenn CrnekTakas BOCMPUHMMaNu B3avMOAENCTBME
C UMDPOBLIM MEPCOHAKEM HE KaK yxKe AOCTATOYHO TUMUYHYIO SKPaHHYO (K-
HOMWKALMOHHYIO) BCTaBKY, @ Kak CBOero pofia UMhpoBOW KyKOMbHbIN TeaTp,
rae apTUCT B faTyMKax BbICTynan B POV KyKNOBOAA MO OTHOWEHMIO K CBOEMY
repoto, CNOCOBHOMY MIHOBEHHO, Ha rna3ax 3puTenein NpeBpaTUTbCS He TONbKO
B 4enoBeyeckoe, HO 1 B (haHTaCTMYECKOe CyLLeCTBO.

JTOT 3KCMEPUMEHT Ha cueHe XXI BeKa MOXET MHTEPNpPeTUpPOBATLCH Kak
MoMbITKAa BOCCO3[aHUs COLUMOKYBTYPHOTO KOHTEKCTa TeaTpa WeKCNMPOBCKOM
3MNOXM YePEe3 YETbIPEXCOTIETHIO ANCTAHLMIO, Ha YeM HacTavBanu camu cosaaTte-
AV crekTakns. XaHp Macku, Kak 1 MacKapagHOCTb C ee KyNsTOM CHOXKHeWLEN
M3bICKAHHOW CLUEHNYECKOIN NHXeHepuH, Bbinn OTNMYNTENBHON YepTol TeaTpa 1
PUTYann30BaHHOM NPUABOPHON XN3HN INOXM KOPONsS AKoBa |, CMeHuBLLEN enn-
3aBETVHCKYIO 3MOXY W 3aBepLMBLIEN Nepuof B3neTa TeaTpa WEKCNMPOBCKOrO
BpemeHn. Takum 06pa3om, RSC B 3TOW NOCTaHOBKE CNOBHO Hbl MPOAO/KaN, IKCMne-
PUMEHTVIPYS, ABE NMHWUN NCTOPUYECKOTO pPa3BUTHS TeaTpa, 0603HaYMBLINXCS CO
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BpemeH LUlekcnupa, — gpamaleHTpr3M enn3aBeTUHCKOM CUEHbI U TeXHONOr nYe-
CKME MHHOBALMMN SKOBUTCKOM. M x0Tt IMUM BOPCYK CTaBUT pUTOPUYECKMIA BONPOC
0 HOBOW PONM YeNoBeKa B MCKYCCTBE M NOTeHLUMaNnbHOM yrpo3e hurype aktepa Ha
CLEHe, OYeBMAHO, YTO 3TOT NPUMEP AEMOHCTPUPYET BbICOTY UMEHHO aKTepPCKMX
BO3MOXHOCTel B MOCTUM(POBbIX peanusix TeaTpanbHOro 1CKycCTaa.

B TeaTpe undpoBble TexHONornn byayulero oKasbiBatoTcs CNocobHbl 3a-
MEeHUTb TEXHOMOT UM NPOLWNOrO — PaCUMPKTh BO3MOXKHOCTU TEXHUYECKNX LIEXOB
M YCUNUTb 3PENULLHYI0 CTOPOHY CMEKTaKas — HO He MO3BOASAIT BCepbe3 Mpo-
FHO3KPOBaTb 3aMelleHne TBOPYECKOW NMYHOCTH, CTOSILLEN B LIEHTPE UCKYCCTBA.
AHanorvi4Hble NPOLECCh MOTYT ObITh OTMEYEHbI 11 B UCKYCCTBE KMHO, FeHETUYECKM
CBSI3aHHOM C TeaTpoM. IHAYCTpUs BUAEOUTP, NOSIBMBLUASCS KaK M30MPOBaHHAas
OT WMCKYCCTBa pa3BneKaTtenibHas cdepa, No Mepe pa3BUTUS TEXHOMOTUIA 1 KX UC-
NOMb30BaHUS B CNIOXKHbIX TROPYECKMX MPOEKTax Npu MNOCTOSHHO COBEPLIEHCTBY-
IOLLMXCS TEXHONOMMYECKNX BO3MOXHOCTSX OKOHYaTENbHO NpUobpeTaeT xapakrep
HOBOW (hOPMbI UCKYCCTBa — B TOM YKCNE B Ma3ax Uccnefosartenei.

/13BECTHbIe KOMMO3WTOPbI-KNACCUKU CO3AaBaNMN My3blKabHbIE NMPbI-KOH-
CTPYKTOPbI, OCHOBaHHbIE Ha MCKYCCTBE KOMOMHATOPUKK (ars combinatoria). AB-
TOpamMu TaKmMx My3blKanbHbIX UTP ObIAK, B TOM YKCNE, U TaKne NpOoCNaBieHHble
My3bIKaHTbl, Kak B.A. MouapT, 1. MaiigH, U.O. KrupHbeprep, K®.3. bax. B urpsi
3TOrO TMMNa BXOAWAM TabnuLbl C My3blKanbHbIMK parMeHTamMu, NopsifoK pacno-
NOXeHWS KOTOPbIX ONPeaensncs ¢ NOMOLLbIO UTpanbHbIX KOCTel. B pesynsraTe
[aXe He Bnagerolmin azamm My3blKanbHOM KOMNO3UUMK UTPOK MOT CKOHCTPY-
MpoBaTb HeCHMCIeHHOe KOMMYECTBO My3bIKaNlbHbIX MbeC, COOTBETCTBYIOWMX
3CTETUYECKMM KaHOHaM. CaMo 3TO ABneHMe My3blKanbHOW KynbTypbl XVII-XVIII
BB. CTaN0 BaXXHOW BEXOM B CTAHOBAEHWUW NPUHLUMNOB €BPONENCKOM My3blKab-
HOM KOMMO3MLMKE, TTOCTMOIEPHNCTCKAs 3CTeTMKa BOCTpeboBana 370 Hanpas-
NeHVe B CaMblx Pa3HbixX BapraHTax — OT KHUMM-NyTeLlecTBIs, B Hanbonee spKovi
opme npeacTaBneHHol «Mrpoli B knaccukm» X. KapTtacapa (1963), 10 BO3HUK-
LIero BO BTOPOW NonoBMHe XX BeKa MHTEPaKTUBHOIO KMHO. CaM nuTepaTypHblit
NPUHLMM MHOXECTBEHHOCTN BapUaHTOB Pa3BUTUS CIOXKETa, OCBOEHHbIN Urpo-
BbIM KuHemaTorpadoMm elle B «PacemoHe» A. Kypocasbl (1950), chopmmpoBan
HOBBIN XaHp yxKe K cepenHe 1960-X rofoB, 0HAaKO pa3BMBatoLascsa Urposas
nHOycTpund B 1980-e nepexsatuia 3Ty UHMLMATNBY.

Psa COBPEMEHHbIX MrPOBbIX MPOEKTOB BOCMPMHMMAIOTCS KaK KpOCC-
XaHpPOBbIe MPOSIBAEHUS UHTEPAKTUBHOIO KMHO — KOrfa YYacTHWK Mrpbl Mo-
Ny4aeT BO3MOXHOCTb B3aMMOAEWCTBKS C MNEepCOHaxamu, BOCCO3LaHHbIMY
apTuctamu bnarogaps performing capture B nonvMBapMaHTHbIX NPOSBNEHUSX
NNACTUYECKMX HIOAHCOB NMCUXONOTMYecKnx peakLmi (Camoinosa, 2014). Hanpu-

® NoppobHo 06 ars combinatoria B My3biKkanbHOM ncKyccTse nucanu /1.J1. Tepsep, M.P. YepHas,
A.B. lebenesa, /1.B. Kupunnuna v ap.

HAYKA TENEBUAEHMA 19 (2), 2023 199 THE ART AND SCIENCE OF TELEVISION



mep, B urpax Detroit Became Human, Heavy Rain, L.A. Noir — npsiMmo OTCbINAKOLLMX
K namaTukaHpa. OfHUM 13 3HAKOB NPU3HAHUS BMAEOUTP HOBOW 061acTbio Co-
BPEMEHHOTO MCKYCCTBa CTano noasneHue 8 2003 rogy oTAENbHOIO Hanpasne-
HWS 1 BNOKa HOMUHAUMI NpeMnn BpUTaHCKOM akagemMmm KMHO U TeNeBn3noH-
HbIX MCckyccTB BAFTA B 0bnacTv Bugeonrp.

Pa3paboTymKkn Urp HepeaKo OTMEYatoT, YTO BAOXHOBASIOTCS NHOOUMBIMY
bunbmMamMu, HanpuMep, 3HaMeHUTLIR reimansaiitep Xvaeo Kopasnma, cosna-
Tenb U3BECTHOM cepun nurp Metal Gear Solid — CTpacTHbIN KMHOMaH, YbW NpOeK-
Tbl MOHbI OTCHINOB K ClOXeTaM 1 0bpa3am KuHemaTorpada. Conmkerve reimum-
OVILMPOBAHHOO MM1Pa 1 TPAAVLIMOHHOTO MCKYCCTBA 3KPaHa BO3HUKAET 1 Yepe3
CKBO3HOM MHTEPTEKCT Ha YPOBHE HappaTu1Ba, a Takke Yepes TEXHONOor4ecKoe
pelweruve performance capture, geTansHo nepegatollee urpy aptucra. CtaHo-
BUTCS NpeaenbHO SCHO, YTO KaYeCTBEHHbIV CHOXKET MMPbl 3aBUCUT He TONbKO OT
TEXHUYECKOTO pa3BuTKs B 061aCTK 3axBaTa ABWKEHWNIA, HO 1 OT POPMbI aKkTep-
CKOTO CyLLeCcTBOBaHMSA. Takue 3Be3abl KMHO, Kak HopmaH Pugyc, Knany Puss,
Ynbsam fledo, InnmoT Menmx, Bun Ansens, Yapnb3 [I3HC 1 MHOMMe Apyrune ax-
TUBHO NPUHMMAIOT y4acTre B pa3paboTke KOMMNbIOTEPHbBIX MOCTAHOBOK.

CylLuecTBYeT psif BUAEOUTP, B KOTOPbIX CIOXKET 1 aKTepCKas Urpa CTosT He
Ha NepBOM MecTe, 1 BO3HWKaeT npobnema ayTCOPCUHIOBOrO MPOM3BOACTBA,
KOrfa apTUCT Nof AMKTOBKY pexuccepa-nocTaHoBLLMKA BbIMONHSAET YACTO Tex-
HUYecKye 3a8a4qu.

PaboTa apTucTa B TexHonoruv performing capture B MrpoBow MHAYCTpUK
(a 3a4acTyto 1 B KMHeMaTorpad1yecKon) He Bcerfa OCHoBaHa Ha MeToAax Cu-
cTembl CTaHWCNaBCKoro — paboTa B 3CTETUKE «MOHTaXa aTTPaKLMOHOB» MUC-
KNto4aeT yCTaHOBKY Ha MyBMHHBINM ncuxonornsm. Mo BocnoMmuHaHusaM Kesw-
Ha Cneiicu, cbirpaBuero [hxoHaTaHa AMpoHCa B NOMNYNSPHON KOMMbIOTEPHOM
urpe xaHpa wytep Call of Duty: Advanced Warfare (2014): «Tbl NpUXOAWLLb, OHW
PaccTaBnstoT Tebe TOUKM MO BCEMY UL, OIEBAOT B YepHbI 06TArnBatoWmin
KOCTIOM, @ Ha rof0oBy HafeBaloT Wem C Kamepol, KoTopas cBeTUT dhoHapem
NpsiMO B rnasa. [1oToM 3aBoAAT B NyCTOe NoMelleHne ¢ KopobKamu 1 roBopsT,
MO, 3aNe3b Ha 3TN KOPObBKKM, MOCTaBb PyKy ctofa, byaTo onvpaellbcs 060 YTo-
TO, CMYCTWCh C KOPOBOK, CAAb Ha CTY 1 3aKOHYM CBOIO HacTb Ananora — CHATO!
Ckaz3aTb, YTO 3TO OYeHb CTPaHHO, — He CKa3aTb HWYero. Ho Ha roToBOM BHAEO
Thl CTOULWb B BEPTONETE U EPXKULLIBCS PYKOM 3a Kpbilly, a NOTOM 3amnpbiriBaellb
B [KMN 1 yedkaellb. B MbICASX ToNbko: “4T0 3a 4epT? ITO 1 BAM3KO He noxo-
ANT Ha paboTy B TeaTpe™»’. Ha COBpeMeHHOM 3Tane pa3BuUTus UHAYCTPUM TaKon
Noaxofd B OCHOBHOM KacaeTCsi BTOPOCTENEHHbIX MepcoHaxen. B cnyyae ¢ ras-

" NoryHos, M. (2014, 3 Hosi6ps). KeBuH Cnelicu pacckasan o6 y4actum 8 Call of Duty: Advanced
Warfare.  Igromania:  [MHTepHeT-u3paHuel.  https://www.igromania.ru/news/51208/Kevin_
Speysi_rasskazal_ob_uchastii_v_Call_of Duty_Advanced_Warfare.html (30.04.2023).
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HbIMW reposSIMK TEXHONOT WS TpebyeT OT apTUCTa 60MbLION TOHKOCTU — NpUYeM
B UIPOBOM MpoeKTe, 6onee HanpsHKEHHOW 1N CNOXHOM B NpodeccMoHansHOM
nnaHe B CUY NOANBAPUAHTHOCTU Pa3BUTUS CIOXKETa, OTMEYEHHOM paHee.

CKNOHHOCTb HEAOOLEHNBATL paboTy apTUCTOB Ha AaHHbI MOMEHT MOX-
HO BOCMPWHMMATb Kak OfHY 13 NpobaeM UHAYCTPUK. ITO BAUSET, B TOM YUChe,
Ha mMccnefoBaTeNbCKME NOAXOAbI, UTHOPUPYHOWME aKTEPCKYIO COCTaBASAIOLLYIO
M KOHLEHTpUpYIOLWYEe BHUMAHME Ha BW3yanbHO-rPadUyecKkoM, 3BYKOBOM U
CUEHapHOo-paMaTyprmyeckoM KOMMOHEHTaxX XyLOXeCTBEHHOTO Lenoro. AKTep
SHAN CepKuc, KOTOPOro Ha3bIBAKOT «KOPONEM MOKana», B OAHOM U3 CBOMX WH-
TepBbiO BbIPa3MA HerofoBaHve Mo NoBOAY HEMOHUMAaHUS KpUTUKamu creu-
KN paboTbl akTepa B KOMMbIOTEPHbIX Urpax. «OHW ByayT roBOpWTL YTO-TO
Bpoge: “CepKuUc ofomKmn CBOW ronoc”, unm “nan aMoumnu’, uamn “oaomKmnn cBou
OBVKEHUS”, NN “IMOUMOHANBHO YAepKan CTEPXKEHD’, B OTAUYME OT “UCAONHNN
ponb’»5. OTHYaCTV KYPHANMUCTbI MpaBbl, TaK KaK Ha UTOrOBbIN pe3y/sTaT Hemanoe
BMSHME OKa3blBAeT aHMMaTOp, KOTOPLIM 3aBepwaeT 06paboTKy LUMdpoBoro
obpa3za. PaboTa ¢ Mcnonb3oBaHueM 3D-aHWMaUMK 3axBaTa ABMIKEHUS — 3TO
C1MMBKMO3 paboThl akTepa 1 TEXHONOTUK, KaK 1 B Ntoboi apyrol cdepe, rae cy-
LLeCTBYeT COBPEMEHHbIV apTWCT. Bes caMoro UCNoNHUTENS faxe caMas CoBep-
WEeHHas NporpaMma He CMOXKeT CO3/aTb MOMHOLEHHbIV 06pa3.

SHan CepKnc PyKOBOAWA aKTepCKoW TPynmnoW B pa3paboTke urpbl
Heavenly Sword. KpeaTUBHbIM [IMPEKTOPOM ¥ aBTOPOM CtoxeTa Hbin TaMum
AHTOHMaEeC — C HUM Yepe3 Tpu rofa CepKUC pexmccMpoBan cueHsl motion
capture B urpe Enslaved: Odyssey to the West (3HaM cbirpan obe3bsHy). Mexay
ABYMsi 3TUMM MPOEKTaMu MpOLO TPW roga, TeEXHoAorns motion capture He
npeTepnena CUNbHbIX U3MeHEeHWI. Ho pa3HuLa B CyLLeCTBOBaHMM aKTepoB bblin
Becomol. B Heavenly Sword wcnonHuTenn AeMoHCTpUpoBanu Ha nnoulaaxe
4pe3MepHylo TeaTpanbHOCTb, WX Urpa Kasanacb npeyBennMyeHHon. B pabote
Hapn Enslaved: Odyssey to the West akTepbl CyllecTBOBanu 6onee eCTeCTBeHHO U
TOYHO. «Bce, 4TO Bbl MOXeTe cfienaTb B KMHO, Bbl MOXeTe CAenaThb 1 B BUAeourpe
C TOYKM 3pEeHWMS aKTEPCKOrO MacTepcTBa M TOHKOCTU», — oTMedan T. AHTOHMa-
gec’. Ha npvimepe 3Toi paboTbl MOXHO CAienaTh BbIBOA O MPOTUBOPEYMBOCTY
onbiTa paboTbl apTUCTa: C OHOW CTOPOHbI, MHTEHCMBHOE B3aMMOAeNCTBIMe C
TexXHO/Or1en 3axsaTa ABMKEHNS «3aKaseT» akTepa 1 NO3BONSET eMy OCBOUTb
HIOAHCbI CYLIECTBOBAHMA B 3TOW (hOpMe aKTEPCKOM Urpbl, C APYroi — HeKoTo-
pasi pacnmbIBYaTOCTb ApaMaTUYECKoro peleHns obpasa, BEPOSTHO, CBsi3aHa

8 Hurt, H. (2012, June 24). When Will a Motion-Capture Actor Win an Oscar? Wired : [UHTepHeT-13-
paHwel. https://www.wired.com/2012/01/andy-serkis-oscars/ (30.04.2023)

° Kyllo, B. (2011, March 7). Performance capture injects emotion into virtual worlds. CBC. https://
www.cbc.ca/news/science/performance-capture-injects-emotion-into-virtual-worlds-1.1104828
(30.04.2023)
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C OTCYTCTBMEM CBEPX3aAaUn PONY — YETKOM KyNbMUHALMOHHON TOYKM 06pa3a,
K KOTOPOW CTpeMuTCs akTep npu paboTe B KNacCu4eckon apamaTypriyeckon
Tpaguumn. B 6oNbWNHCTBE UTPOBbLIX CLIEHAPUEB apTUCT, B OT/IMYME OT TPaau-
LUMOHHOW paboTbl Haf PoNblo, He WLLET eAMHCTBEHHbIN, Harnbonee yaayHbli
BapWaHT pelleHns peaKLmmn repost Ha ofjHy 1 Ty e cuTyaumto. OH co3aaeT wu-
POKYIO ranepeto MHBAPWaHTHbIX 3MM30/0B C WNPOKUM CMEKTPOM 3MOLWIA, pe-
ANU3YIOWNXCS B Pa3HbIX KOHTEKCTYabHbIX Y CUTYaTVBHbIX BEPCUAX PAa3BUTUS
ClOXeTa B npoLecce BbIbOpa MrPOKOM CTPaTervu v xapakTepa B3aviMoaencTems
MEXay NepcoHa)amu. B uctopum kuHemaTtorpada aHanoruo ¢ paboTol Takoro
pofa MOXHO OBHAPYKMTb B COXKETHON KaHBe «PacemoHa» Akupbl Kypocassl, rae
aKTepbl paBHO YH6eAnTENbHO 1EMOHCTPYPYIOT YEThIPE Pa3HbIX BapuaHTa TpaK-
TOBKM OIHOTO 1 TOTO e cobbITUs. ITO TpebyeT cepbe3Hon NPodeccroHanbHOM
3aKankn 1 UCKYCHOTO BNafeHus WKONOW. 3aech Hago 3aMeTuTb, YTo paboTa
B XaHpe MHOrocepuinHOM BbICOKOBIOMKETHOW Tenecaru B XXI Beke dhopmMmpyeT
HOBYIO BbICOKYHO M1aHKy MacTepCTBa COBPEMEHHbIX apTUCTOB.

OT L.A. NOIRE K DEATH STRANDING.
3D-HYAP 1 APT-XAYC KOMIMBbKOTEPHbIX UT'P

3HaKOBbIM B peanun3alumnm TeXHONOrMIN 3axBaTa 130bpaxeHus CTano muc-
NONb30BaHMe CUCTEMbl MOtiON scan NpW CO3[4aHUMU WUIPbl B XaHPe MHTepaK-
TuBHOro dunsma LA Noire oT KoMmnaHuu Rockstar. MpoCcTpaHCTBO 3TOWN UrPbl
MaclWwTabHO BOCCO3[aeT BMPTyanbHble AeKopauuMy KpymHOro Meranonmca
NOCNEeBOEHHOM AMEPUKU. MrpoK-AeTeKTUB, paccnenyowmin npectynieHuns,
NOCTOSHHO fenaeT 3aKnto4eHns 06 UCTUHHOCTM MAM NOXHOCTK MOKa3laHWii
NepcoHaxen, BH1MaTenbHo Habntohas 3a vx MUMMUKOW WU NNacTuKol. Mo3ToMy
MCNONb30BaTh CMOAENVMPOBAHHbIE KOMMBIOTEPOM MNEPCOHAXM ObIN0 HEBO3MOXK-
HO, KaXXAbl1 UTPOBOM 3MM304 OTbIFPbIBANCS B CTYAMM apTUCTaMu, 061aYeHHbIMK
B KOCTIOMbI C AaTymKkamu motion capture, nog npuuenom 32 kamep, MCnosb3ye-
MbIX CMCTeMOW Motion scan, Mofenupytoulein obbemMHoe n30bpaxeHne Ha oc-
HOBe 3axBaTa ABVXeHWS Kamepamu C pa3HblX pakypcoB’. 3Ta yHuKanbHas nrpa
coefMHWMNa CoepKaTenbHble YepTsl aMepuUKaHCKON HOBEANUCTUKM, Knaccuye-
CKOTO KMHOHYapa ¥ B TO Xe BpeMs CyMena nepeaath 3/1eMeHTbl NOANNHHOCTY
AKTEPCKOW MrPbl B MHBAPUAHTHOM Pa3BUTWM ClOXeTa 1 UrPOBOI ApamaTyprmu
B)KaHpe action-adventure.

10 Kybpak, H. (2020, 5 mapTa). Kak paboTaeT Motion Capture: aBontoums v 3akynucee. DTF: [UHTep-
HeT-n3gaHve].  https://dtf.ru/cinema/109583-kak-rabotaet-motion-capture-evolyuciya-i-zakulise
(30.04.2023).
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Virpa HamepeHHO Oblna CTUAN30BaHa Mo PeTpo-cepuan (npumeyaTtens-
HO, 4TO HBONBLWMHCTBO aKTEPOB, NPUHSABLIMX y4acTne B paspaboTke LA Noire,
CHUManuch B KynbTOBbIX «be3ymuax» MaTTbio BaliHepa). Kawpoe paccneno-
BaHwe ObIN0 BbIHECEHO B OTAEbHYIO UCTOPUIO, NLWb OTHACTU COOTHECEHHYIO
C OBLMM CHOXKETOM UTPbI.

ABTOpbI LA Noire nCnons3ytoT BOCMOMUHAHNUS, MPOEKLUMN B MPOLLOe re-
POS, OTCbINAIOLWME K INEMEHTaM KMHO3CTETUKM Hyapa. TaK, B CUCTEME NepCcoHa-
el KMHOHyapa eCTb ONpeAeneHHbIe XaHPOBbIE TUMAXMN — POKOBbIE KEHLLMHBI,
Be3gecywme penopTepbl U T.4. OCO6EHHO YEeTKO HyapHble MacKu B 3TON Urpe
NPONMCaHbl ANS repoeB-AeTEKTNBOB.

BbICOKMi1 ypoBeHb NpoeccroHanv3ma akTepoB 3acTaBseT MakCManb-
HO BOB/I€Yb UTPOKA B KOMMYHWKATVBHbIE €Tann pacCcnefoBaHns — eMy npw-
XO[MTCA pa3rafiblBaTb XxapaKTep 1 CTeNeHb MCKPEHHOCTH NepcoHaxa. Pearnpys
Ha HI0aHCbl NOBefeHMs (BblpaXKeHue rnas, MUMIKY, MHTOHaLWW rofoca), Urpok
[OMKEH BbIOPaTh OAMH 13 TPeX BO3MOXHbIX BAPVAHTOB €ro BOCTIPUATYS: NOXKb,
COMHEHMe Unv Npasga. Beibop onpeaensieT AanbHelllee pa3BuTme CIOXKETa.

B3anmopeincTeume ¢ nepcoHaxamm B LA Noire cocTaBnseT 60NbLIYIO 4acCTb
UrpoBoro npouecca. /insg atoro bpeHgaHoMm MakHamapol, ocHoBaTenem Team
Bondi, 6bina pa3paboTtaHa HoBasi TexHonorus — Motion Scan. OT ynoMsHyTOM
Knaccuyeckol paHHel Bepcum motion capture faHHas TeXHONOrUS OTAMYaeTCs
TEM, 4TO OHa 3axBaTbIBAET HE ABVKEHWNS aKTepa, a MONHOCTLIO ero NnNLO, KOTOo-
pOe 3annCbIBAETCA C 32 KaMep, MePeHOCUTCA B UTPOBYIO NPOrpamMy 1 NpuKpe-
NNAETCA K MOAENM MEPCOHAKA. ITO OAHA CTAAUSA aHMMALMK repos, KOrfaa aKkTep
OTbIrPbLIBAET CLEHbI, CUAA Ha CTY/IE, U BCE €0 3MOLMK, 4yBCTBA U NEPEXMBAHNS
TPaHCAMPYIOTCS TONBKO C MOMOLLBIO MUMUWKK. Ha Apyroi cTagmuvi ¢ NOMOLLbIO
CneunanbHbIX KOCTIOMOB C AaTYMKaMK NMPOU3BOANTCS 3axBaT ABWIKEHWS aKTe-
pa — PYK, HOT, TY/I0BWLUa, FON0BbI. B pe3ynsraTe BeCb CeKTp 3MOLMIA BBITASANT
MO-HACTOALLEMY KMBLIM.

TexHONOrMs 3axBaTa NMUEBOM aHVMaLUmu paboTaeT He TONbKO ANs co3fa-
HUS ahdeKTa peanucTUYHOCTW, HO U HanpsMylo BAMSET Ha UIPOBOM MpoLiec,
Korga cuasWMiA nepes 3KkpaHOM [O/MKeH BCMaTpUBAaTLCS B NMUA, AyMaTb, aHanu-
31pOBaTh, MbITASCh COEANHNTH BbIBOABI B OOLLYIO KApTUHY paccnegyemoro aena.

PaboTa Mo BOCCO3faHMIO 3MoXM KonoccanbHa. lepBble monTopa roga
pa3paboTumMKM MOCBATUAM W3YHEHWUIO raseT TOro BPeMEeHW, peanbHoro Jloc-
AHmKeneca, pa3Horo pofa ayTeHTUYHbIX MPeAMETOB, BOWEALINX B AaNbHelLeMm
B YMCNO CIOXKETHbIX «BELLAOKOB». B pe3ynsraTe ropog, ero yaunubl, MHTepbepbl
3KCTepPbEPSDI, MALUMHbI 1 KOCTIOMbI JIOAEN, CaM PUTM FTOPOACKOM XKU3HWU NONYYH-
NNCb NPefebHO AOCTOBEPHbBIMU.

AKTEp, UCMONHMUBLIWI PONb AeTEeKTUBA PacTun Fannoyas, B OAHOM U3 UH-
TepBbO OTMETUN, YTO OblN HEBEPOSITHO MOPaXeH YPOBHEM AeTann3aunm, Ko-
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TOpbIN yaanock co3aaTb bpeHaaHy MakHamape B 3Toi urpell. ABTOp My3biKiu
SHAPO Xenn, CONMHUBLIMI KOMNO3WLUMK ans LA. Noire, TOe oTMeyan ycTaHoB-
Ky Ha @yTeHTUYHOCTb NpK CO3AaHUN HacTpoeHus. CayHATPeK K Urpe 6bin BAOX-
HoBneH unbmMamm 1940-x roaoB. My3biKanbHblii pyKoBoaMTeNb BaH MaBnosuy
OTMETUA, 4TO aKLEeHT Rockstar Ha ayTeHTUYHOCTb ¥ peann3m B U306paxKeHun,
B CO3aH1Kn aTMOoCcdepbl ropoaa 1 0bpas3os repoes BAOXHOBWI KOMMO3KUTOPOB.

CTeneHb KuHemaTorpathuyHOCTU Urpbl OblNa HAaCTONbKO BbICOKOM, YTO
L. A. Noire bbina 3asiBneHa Ha y4actue B knHodectusane Tribeca-2011%2,

AapoH CT3TOH, UCMONHSBLUMIA MaBHYl Pofb, OTMETU TEXHUYECKME CNOX-
HOCTW paboTbl akTepa Haf, POSbIo C MPUMEHeHMEeM UMM POBLIX TEXHONOT I 3axBa-
Ta. Tak, BCe 4Manorosble CLUEeHbl apTWCT AO/MKEH Obln MCNONHATL 6e3 napTHepa.
«Bo MHOroMm 370 6bII0 HEMPOCTO — CUAETb B Kpecne U Kak Obl MbiTaTbCs npep-
CTaBUTb 3TV PENNKK, B TO BPEMS KaK Ha CbeMOYHON NoLaaxe, byab To duibM,
TeneBuaeHMe UMK CLEHa, MPUCYTCTBOBAN aKTep, KOTOPbIV JaBan BaM 3Ty penau-
Ky»*. Mpouecc 6bin 04eHb 4ONTUM — PaAM KXKA0rO KOPOTKOTO 3Nm30a Npuxoau-
N0Cb CUAETH Ha MeCTe, He MeHsis N03bl N0 NoNTopa-Asa Yaca. CbeMOYHbIV Npolecc
nrpel B TexHonoruun performance capture gnuncs okono Tpex MecsieB 1 CTaHo-
BUCS PYTUHHbIM, OAHAKO CTan Ans akTepoB 6ONMbLION WKONOWKY,

Puc. 2 n 3. AapoH CTaToH B ponim Koyna ®ennca n Maikn Maklpeingu B ponu ®uHbappa
«PacTun» Fannoyas Ha CbeMoYHOM nowanke urpbl L.A. Noire n nx obpassl B nrpe’

' Gaudiosi J. (2011, May 11). LA Noire: interview with actor Michael McGrady. Gamesradar. https://
www.gamesradar.com/la-noire-interview-with-actor-michael-mcgrady/ (30.04.2023).

2 LA. Noire. Tribeca Film Festival: [ObunumansHeiii cait]. https://www.tribecafilm.com/festival/
archive/512cde961c7d76e0460004€9-1-a-noire (30.04.2023)

3 Mclnnis, S. (2011, May 13). An interview with Aaron Staton of L.A. Noire. Gamespot. https://www.
gamespot.com/articles/an-interview-with-aaron-staton-of-la-noire/1100-6313171/ (30.04.2023).

4 Parker, R. (2021, May 17). “L.A. Noire” Turns 10: Cast of the Video Game Made Up of Several
“Mad Men” Alums Looks Back at Making the Imaginative Title. The Hollywood Reporter. https://
www.hollywoodreporter.com/business/digital/l-a-noire-10-video-game-mad-men-4160607/
(30.04.2023).

5 McToYyHMK n30bpaeHus cm. / See the image source: https://www.pcgameshardware.de/
LA-Noire-Complete-Edition-Spiel-11476/News/LA-Noire-Darsteller-beantworten-Fanfragen-zu-
Motion-Capturing-850340/galerie/1576440/ (30.04.2023).
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CpaBHuBas paboTy B Urpe u B peTpo-cepuane «besymubl» CO CXOXKUM
MCTOPVIKO-KYNETYPHbIM KOHTEKCTOM, CTITOH CYMTan CBOWX MepCOHaXel coBep-
WEHHO pa3HbIMU, XOTS OHW U TPAHCAMPOBaN/ NoBeeHYeCKNe KOAbl OAHON 3Mo-
xn. Ero repoi B urpe Koyn ®@ennc obnagan 6onee CNoxHbIM HabOPOM UCXOAHbIX
06CTOATENBCTB U COOBITUI, Ha KOTOPbIE MO ONMPATbCH apTUCT B paboTe Hap,
00pa3oM — peakums Ha pasnuyHble NPeCTynaeHUs, BOEHHbIA CUHAPOM Nocne
y4acTus B BOWHE, NOCNEACTBUS KOTOPOI Co3aaTeNnn ANvnm B atmocthepe Hyapa.
KeH 13 «be3ymLeB» cylecTBoBan B bonee KOMMOPTHbIX YCNOBUAX™.

Bupeourpa Death Stranding ctana nereHgon elle Ao cBoero pennsa. ke
co3patento Xvaeo Koasvme yaanocb HanTu 30-MUANNOHHbIA BogKeT ansg npo-
eKTa 1 cobpaTb KOMaHay M3 3Be3 MUPOBOro KMHO — HopmaHa Pupayca, fley
Celny, Maaca MukkenbceHa, MaprapeT Kyannu, TomMmu [KeHKuHCa, JInHACK
BarHep, 9nb ®aHHWHT 1 Cropn KyuyHa.

Mup, B KOTOpOM pa3BopaumnsaeTcs ctoxeT Death Stranding, npeactasnset
coboit BpaxaebHyto cpefy, HanoMuHatolyto «CTankepa» TapKOBCKOroO (yxxe oT-
pedneKcMpoBaHHOTO B UTPOBOM NPOCTPAHCTBE B bonee paHHEN OHOMMEHHOM
nrpe), Ho MMEeIOLLLYIO CBOW MPUHLMNMANbHbIE OTANYNS. IrPOBOI COXETHBINA MUP
— rny6oOKNIA 1 3anyTaHHbIN, KOTOPbLIA TPYAHO CPa3y NMOHATL U OLEHUTb UIPOKY
[aXe Ha UHTYUTUBHOM YPOBHE. BO MHOTOM 3TO 0OBACHSETCS MOLLHBIM KUHOMH-
TepTeKCTyanbHbIM O3KrpayHAOM, BKIOYAOWMM KaK MUHVMYM NeHTbl «Popmyna
BOfbI», «[paHb byayulero», «<barpoBblin NK», «/106CTEP», TPUNOTUIO «X06bUTa»,
NPOBOLUVPYIOWMM NOrpy3nThCs B Mup Death Stranding, 4Tobbl pazobpatses BO
BCEX €ro fieTansx  TOHKOCTSIX.

[NaBHbIN repoid, KOTOPOro Chirpan HopmaH Puayc, 3aH1MaeTcs AOCTaBKOM
rPY30B 13 OQHOTO MyHKTa B Apyroi. 3To HenpocTas foCTaBKa, Tak Kak Coeaw-
HeHHble LLTaTbl pa3pyleHbl BTOPXeHMEM NPU3PaYHbIX CYLLECTB 13 3arpobHOro
MUpa, KOTOpble NMocae KaTacTpodbl Monanu B MUP XKMBbLIX (B 3TON CTapTOBOM
TOUKE CIOXKeTa MOXHO Hal TV NPSIMYIO aHanoruio ¢ 6nn3kon habynbHON NUHKeR
B poMaHe «[TMKHUK Ha 0604MHe» GpaTbeB CTpyrauKmx, CTaBliemM OCHOBOW A1
«CTankepa» TapKOBCKOrO).

BHeLlHe 1rpa MOXET MoKa3aTbCsl «<CUMYASTOPOM Kypbepa» — O0MbLIYIo
4acTb WIPOBOMO BPEeMeHYW 3aHUMaeT 0ObIKHOBEHHOE nepeMelleHne U3 TOHKK
A B Touky b. OfiHaKo 370 He beclenbHoe CTpaHCTBOBaHMe, a NOAMNHHbBINA NyTb
reposi, B KOTOPOM OH, KaK 1 UrpoK, 0bpeTaeT MYPOBO33PEHYECKII OMbIT.

Cam Kopgsvma 0Co3HaBan, 4TO AO/MKHA CyWeCcTBOBaTb TOHKAasd rpaHb
MeXzay aBTOPCKMM Mpon3BefeHVeM MeANanCcKyCcCTBa U pa3BieveHremM UrpoKa.
«MHe Xo4eTcst CoXpaHUTb BanaHc Mexay MCKYCCTBOM ¥ pa3BneyeHvieM, 4Tobbl

% Mclnnis, S. (2011, May 13). An interview with Aaron Staton of L.A. Noire. Gamespot. https://www.
gamespot.com/articles/an-interview-with-aaron-staton-of-la-noire/1100-6313171/ (30.04.2023).
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aBTOPCKOE BbICKa3blBAHNE MO0 COMETATHCS C TeM, YTO MIOAM NPUBLIKAN NOMY-
4aTb OT UTp. MIHOTAA 51 BUXKY O4EHb apTXayCHble, He3aBUCKMble DUNBMBbI, HO MHe
XOYETCs IOCTUMHYTh TOM TOYKK, KOrAa Kak NobUTenu MHAN-KUHO, TaK 1 ntobuTte-
nm dunbMoB Marvel cMOryT HacNaanTLCS MOl UTPon»Y.

MNoabuvpasi ronnvBYACKMX aKTepos, Xuaeo KofsvMa He MporHo3nposan
uToros byayulero npoekTa. Hopmax Puayc cornacnncs Ha rnaBHyto ponb B Death
Stranding, NO3HaKOMMBLIMCb TOMBKO C MAEel BUAEOUTPbl. [TONYyASPHOCTb aKTe-
POB COOTBETCTBOBAsA BbICOKOW aMOUUMO3HOCTM NMpoeKTa. [OBOPS O MMaBHOM
repoe, HVYKTO He COMHeBancs, 4To HopmaH Puayc OTAWMYHO Ha Hee NoAxXoaun.
Ero onbIT B cTaBleM nereHapHbiM cepunane The Walking Dead yxe obecneyvisan
HeobxoavMbIl 63KrpayHa ANs CO3aaHNs NepcoHaxa Urpbl. B bonbliel ctenexn
Cama (rnaBHoro repos) 1 cosaan cam Puayc. Ero yHuKanbHas MUMrKa 1 06pas
CYpPOBOTO, NOBVAABLIErO HEMaNo TPYAHOCTEW B XKMU3HWM, MONYANMBOIO 1 Cepbes-
HOro YenoBeKa O4eHb yAa4YHO COOTHOCUNCH C MPOMCXOASLLMM B aTMocdhepe no-
CTanoKaAUNTUYHOro M1pa Buaeourpbl. KogsviMa npu yTBEPXKAEHVIN aKTEPOB Ha
POJlb OPVMEHTMPOBANCS Ha CBOM OMbIT MOHUMAHNS COBPEMEHHOTO KHeMaTorpa-
ba. Co3gaTenb Urpbl Npr3HaBancs, YTO Ha MPOTSHIKEHNM MHOT VX NIET, eLlie CO Bpe-
MeH «BoHAMaHbI», aBAsNCs haHaToM Magca MuKkenbceHa v cneuyanbHo UcKan
€ro KOHTaKTbl, 4TOObI MPUIIacKTb B Urpy. Mo3ToMy BbIBOP MUKKenbceHa Ha ponb
rMaBHOro aHTaroHucTa 6bin ans Xngeo Koasnma oyeBuaeH. lNpumMedaTensHo,
4TO B BbIOOPE aKTEPOB aBTOP NMPOEKTa ONMPaNCs Ha VX amniya U NPOLUbIA OMbIT
B KMHO. CTOUT Takke 06paTuTb BHUMaHMe Ha MMnbepMo aenb Topo: OH 3eCh He
aKTep, HO BO Bpems co3paHus Silent Hills 6bin MeHemKepoM Ha OAHOM YpPOBHE
C Xvpgeo. Mo3ToMy 1 ero pofb B Urpe Hbina conocTaBuMa — NMepcoHax, 3HaKo-
MSILLMIA UTpoKa ¢ MupoM Death Stranding, cTaHOBWTCS cBOero poaa Beprunvem
B Kpyrax pyKOTBOPHOrO afja — Y4eM-TO HarnomuHas He TpaguLUMOHHOIo NoMoLL-
HWKa, a Bepmka v3 «[lomMa, KoTopblin nocTpoun rex» Nlapca doH Tpurepa.

KvHemaTorpaduyeckas MHTEPTEKCTYanbHOCTb, MPOHM3bIBatOWas aTMo-
cepy 1Urpbl Kogsvmel, 3aCny>KMBaeT OTAENbHOMO MCKYCCTBOBEAYECKOro pa3bo-
pa, KOTOPbIV HEOOXOAMM NPU OLEeHKe heHOMEeHa 3TOI UTPbl, MPEoA0NEeBaoLLIErO
rpaHuLbl aBTOPCKOIO KMHO U UTPOBOWA Caru.

T CmupHoB, A. (2018, 28 vioHs) Xnaeo Koasnma pacckasan o paboTe ¢ aktepamu Death Stranding.
DTF. https://dtf.ru/games/22358-hideo-kodzima-rasskazal-o-rabote-s-akterami-death-stranding
(30.04.2023).
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3AK/TIOHEHUE

JBOMIOLMS TEXHONOMNIA — OT 03BYYMBaHUS, YCTaHABNMBAIOLWErO AMCTaH-
LMIO MeX Ay penpe3eHTUpyeMbiM Ha 3KpaHe UCMONHUTENEM W ero aKyCTUYeCKMM
aybnepowm, no performance capture — NnpMBOANT K CO3AaHMI0 HOBbIX Npodeccu-
OHanbHbIX amnya v faeT apTUCTy boraTble BOIMOXHOCTU /151 Pa3HOCTOPOHHe-
O PacKpbITUS TanaHTa, HanprMep, Npy BOCCO3faHny 06pa3oB haHTacTUHeCKuX
CYLLeCTB, HagensieMblx aHTPoONoMop@HOK NnacTuKoit. Motion capture u gpyrue
NofoOHOro pofa OTKPLITUS — 3aKOHOMEPHBIN UTOM He TOMbKO pa3BMUTUS NOCT-
LUMDPOBOI 3MOXM, HO 1 IBONOLMM akTepcKol npodeccun. B HOBbIX hopmax
XY[OXeCTBEHHOro npouecca BOCTpeboBaH 1 MCMob3yeTcs BeCb apceHan BO3-
MOXHOCTEM HaLMOHaNbHbIX aKTePCKMX WKOA KPYMHeRWmnx TeaTpanbHbIX LeH-
TPOB MVpa. Bo MHOMMX CTpaHax MONofble apTUCTbl Ha4YMHaOT NoCTMraTh Npo-
beccuio C 3TIOA0B Ha OCHOBE HabOAEHM I 32 KMBOTHbIMU. PaboTa B LM poBOM
NPOCTPaHCTBE aKTVBU3MUPYET BeCb bara)k akTepckux NpodeccroHanbHbIx Ha-
BbIKOB. Bo3pacTatollas noTpebHOCTb B CO3faHMM BUPTYaNbHbIX MePCOHaXEN,
AeVCTBYIOLMX B MONMBAPMAHTHBIX MpeAnaraeMblx 06CTOATENbCTBAX, CTaBUT
nepep apTVCTOM 3a4ayv COBepLUeHCTBOBaHMS NpodeccMoHansHOro annapaTa
1 0CODEHHO — BRaeHNs 3TIOAHbIM MeToAOM. KOHCTpyMpOBaHve NHTepaKTB-
HOW UTPOBOW PeanbHOCTU BOCTPEDYET M aKTepPCKMA OMbIT B3aMMOAENCTBUSA C
aKTVBHbIM 3puTeneM napTvcMnatueHoro Teatpa. MogobHo Tomy, Kak Hemoe
KMHO OCBanBano 3aKoHb! LMpKa 1 NaHTOMVIMBbI, 3BYKOBOE KMHO — My3blKanbHO-
ro TeaTpa v cucTeMbl CTaHWCNABCKOro, MHTEPaKTUBHbIV BUAEOMUP UHTErpupy-
€T 3KCNeprIMeHTbI MOCTAPaMaTUYeCKoro TeaTpa, ero NnepdopMaTMBHOCTb U TAry
K NpeoAoNeHnto NpUHLIMNa YeTBEPTOM CTEHBI.

3D-nepcoHaxu KOMNbIOTEPHBIX UIP U VR-NpeAcTaBneHnin HepeaKo oTau-
4aKTCS OT repoeB CLEHbl MHON BMONOTMYECKON NPUPOAON, YTO CTaBUT Nepef
MCNONHUTENEM 3aady No CO3AaHnto 06pa3oB, 3anpeaensHbIX Ans ero Yenose-
YECKOW CYUHOCTU, HO, 6e3YCN0BHO, SBMSETCS KpeaTVBHbLIM BbI30BOM B PaMKax
3BOMOLMM aKTEPCKOM Npodeccuut.

BO3HMKalOLLME MHEHUS U AaXe OMaceHust No NoBOAy TOro, 4TO 6OMbLION
MacCUB flaHHbIX, MONYYaeMbIX B pe3ynbTaTe YCrellHbiX NPOeKTOB, CO3AaHHbIX
nporpamMMamu 3axBata [IBMIKEH NS, MOXKET NPUBECTM K NOCTENEHHOW 3aMeHe ap-
TUCTa BUPTYaNnbHbIM 06pa3oM Ha ocHoBe M, He yunThIBaOT 3Tanbl paboTbl Haf,
YHUKaNbHbIM XapaKTepOM MEPCOHaXa B COYETaHUM MHOXeCTBa (DakTOPOB aK-
Tepckolt npoteccrn. CoBpeMeHHbI MPOEKT KOMMbIOTEPHOW UTPbl UK GUibM,
€C/IN OH NpefnaraeT YHUKaNbHbIA OPUTMHANBHbIA KOHTEHT, — UTOT COXKHOMO
B3aMMOAENCTBYMS Ha NolaaKe YneHoB 60MbLON TBOPYECKOK KOMaHAbl, rae oT
ncnonHuTenen Tpebyetcs BnageHue LenbiM apCceHanoM HaBbiKOB U NMpUeMoB
CaMblX Pa3HbIX CTUAEN U WKON APaMaTUYeCKOro UCKYCCTBa. [puyem Ha AaHHOM
JTane pa3BuTHs TEXHONOMMIA UMPOBOTO 3axBaTa ABWKeHUs NpodeccroHanb-
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Hble y4ebHble 3aBefleHNs, 3aHNMaloLLMecs MOArOTOBKOM aKTepOB, TONLKO Mpw-
CTYNaT K U3YHEHMIO HOBBIX CTUIEBbIX BO3MOXHOCTEW B paMKax UrpOBOM B1ae-
OVHAYCTPUMN.

CoBpemMeHHble BbICOKOOOMKETHbIE MPoeKThl triple-A ypoBHS 60MbLINX
MrPOBbIX CTYAMIA 1 KOMMAHWIA C MHOTOMUAMMOHHBIMUI BIOAXKeTaMm NOCTENEHHO
NPUBANIKEIOTCS K TOMY, HTODbI CTaTb TAKOW e CaMOCTOSTeNbHOW 061acTbto C-
KYCCTBa, KaK nuTepaTtypa, TeaTp U KUHO. B 3HaMEHUTbIX UTPOBbIX MPOEKTax CO3-
[alOTCS OrPOMHbIE BUPTYasbHbIE MUPbl C MHOXECTBOM y6oKo npopaboTaH-
HbIX XapaKTepoB NepCOHaxei, BbICOKMM YPOBHEM MOLENMPOBaHUS UIPOBOIO
NpOCTPaHCTBa W AeTann3aLmm CIOXKETa, KOTOPbIE NULLIYTCS BOMbLWON KOMaHAOM
CLEHapWCTOB ¥ MO CBOEN CYTU 1 06 bEMY COMOCTaBKMbI C NPOV3BELEHUSAMM Xy-
LOXEeCTBEHHOW N1TepaTypbl. AHaNM3MPYs TO, Kak 3TO HampaeneHue nporpec-
CUPYET Ha NPOTSHKEHWUM NOCNEAHUX AeCATUNETHI, MOXHO CAeNaTb BbIBOA, 4TO
HOBblE MOAepHM3aUMK TexHoNorMii motion capture u performance capture
TpebytoT nepeoueHKr noTeHuMana UrpoBo MHAYCTPUK BO B3aUMOAEUCTBIN
C MHBIMW 0BNACTAMM UCKYCCTBA, B MEPBYI0 04epedb, TeaTPOM 1 KMHO, a Takke
3aCTaBNSHOT NO-HOBOMY B3MsiHYTh Ha hOPMUPOBaHKME KoMMeKca npodeccro-
HanbHbIX Ka4ecTB aKTepa.
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